_ 


of 


qm 
20h 
1 
o 
i 
UU 


or ‘O! “N= 3 
O74 


DiMDA DOD 


a 


/ 


x. 


You ify) 


A 


(Muchitra : 


WR LosHenizs 
Appreciation 


Quarterly Journal (Bi-lingual) 


Suchitra : Appreciation 
Quarterly Journal (Bi-lingual) Special Volume on 
Girish Kasaravalli 


Published by 

Suchitra Film Society 

B. V. Karanth Road, Banashankari 2nd Stage 
Bengaluru - 560 070 


APRIL 2011 


Editorial Board 

Dr. Vijaya 

Sri N. Vidyashankar 

Prof. N. Manuchakravarthy 


Design & Printed at 

Ila Mudrana 

Bengaluru - 560 026 

Ph : 080-26757159/26755656 
Email : ilaprinters@gmail.com 


SL PoHewp? 
Appreciation = 


ditors Note 


he nagging thought that a film society has to do much more than screen 

films in a ritualistic manner has always bothered us at Suchitra Film 

Society. During the last decade, film societies all over the country have 
started dwindling and even avid film goers no longer seem to cherish the 
experience of watching films as a community. Quite often we have wondered if 
film societies have actually become redundant and irrelevant. However, we at 
Suchitra Film Society believe that all activities concerning cinema are essentially 
cultural activities with a great bearing on the over all consciousness of a 
community. Hence, to let a film society disintegrate would, by implication, 
mean passively accepting the erasure of one of the finer components of a culture. 
In essential terms a film society is part of a living culture and the fact that it 
functions around cinema should not reduce its importance and significance as 
an important social institution. 


The Suchitra Film Society was inaugurated four decades ago by the legendary 
Satyajit Ray. Since then the society has tried very seriously to give an intellectual 
dimension to cinema. Apart from screening films, the society has regularly 
held seminars, conducted film appreciation courses and organised workshops 
in different aspects of film making to enable the audience, especially younger 
people, to come to terms with the complex political and cultural dimensions of 


cinema. The Suchitra Film Society has been widely recognised for its intellectual 
concerns. 


Suchitra Film Society moved into the area of publication several years ago 
and has already published four books, both in English and Kannada. These 
books have been on directors who have made important contributions to the 
growth of Kannada cinema. The film society plans to bring out a journal devoted 
to film studies and this is the inaugural issue of the journal. The first issue is 
dedicated to one of India’s great modern film makers Girish Kasaravalli, who, 


incidentally, has just turned 60 and has been awarded the Padmashri by the 
Government of India. 


Girish Kasaravalli has, over the last four decades, brought international 
repute to Kannada cinema and his films have made a big impact in International 
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Film Festivals. Girish made “Ghatashraddha” when he was 27 and with his very 
first film established himself as a serious film maker one had to watch with great 
attention, Such was the organic excellence of “Ghatashraddha” that it prompted 
Satyajit Ray to remark that he couldn’t believe a young person in his 20’s had made 
that film. It didn’t come as a surprise to anybody when “Ghatashraddha” was chosen 
as the only Indian film by the National Film Archive of Paris to mark 100 years of 
World Cinema. Girish has risen to very great heights after “Ghatashraddha” by 
exploring varied themes and by experimenting with the stylistic elements of his 
cinematic expression. 


What is of extraordinary interest to the viewer is that the films of Girish ar 
cultural encounters with the spirit of the times and are not works that stand i 
isolation with no bearing on the cultural ethos of the times. In fact each film tha 
Girish has made can be regarded as a response to the major political and cultur 
narratives of the period during which the film was made. The range of Girish’ 
works is such that it matches the sweep of our socio-cultural and economic an 
political discourses. It is for this reason that any discussion on Girish’s cinemati 
preoccupation of the last four decades turns out to be a commentary on India’s 
social life of the period. Not many Indian film makers have displayed such an ope 
and full engagement with the altering ideas and values of Indian society and culture. 


We have made an attempt to cover all the films of Girish in this volume throug 
long essays and articles, short reviews and interviews with him. These pieces, writte 
over a long period of time, ought to be treated as initial attempts to analyse Girish’s 
films and not as definitive judgements on Girish’s oeuvre. We sincerely hope this 
small attempt on our part leads to a major study of one of India’s great film makers 
in the days to come. 


We profusely thank all the contributors. 


Prof. N. Manu Chakravarthy 
Dr. Vijaya 
N. Vidyashankar 
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rilliance is often associated with 


flamboyance. But in Girish 
Kasaravalli films, you find 
brilliance that is subdued, concentrated 
and reflective - much like the man 


himself. Film after film, the impact has 
been that of gentle prolonged rain that 


seeps into the ground of our 


consciousness, allowing us to make 
connections and associations between the 
past and the present. His oeuvre has that 


rare organic wholeness. 
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An Institute does not guarantee to make a 
student an auteur. How do we attempt to 
define auteurship in the Indian context? There 
are so many ethnic identities and differing 
cultural perceptions that shape our emerging 
auteurs that we can’t apply a uniform 
aesthetic to a country the size of Europe 
minus Russia. That is why, there is a regional 
rootedness, the reflection of a particular ethos 
in the best of our many national cinemas. 
When a director conveys the artistic, 
psychological and aesthetic reality of a 
particular ethos and combines it with a 
distinctly personal vision, we have an auteur. 
Kasaravalli defines auteurship in the context 
of post-parallel cinema that was on life 
support system, supplied by an unimaginative 
government aided body, when he started 
making films. 


The impressive, body of 
consistently high quality of films has not 
been given its due in an age ruled by PR 
machinery. Kasaravalli is a man of strong 
conviction and quiet passion, who believes 
that one doesn’t have to shout to make an 
impact. He is rooted in the literature and 
culture of Karnataka, embedded in the 
essentially brahmanical ethos of its high 
culture and yet subverting the inherent 
rigidity of the entrenched hierarchy through 
sensitive explorations of the system’s victims. 


Right from Avashesh, which won the gold 
medal for best student film, Kasaravalli has set 
off quiet detonations under a system that 
continues to oppress even more because it is 
decaying internally. The resulting devastation 
is often seen through the eyes of a young child 
and the corruption of innocence heightens the 
tragic impact of the astonishing perfection of 
Ghatashraddha. Kasaravalli’s feminism is not 
agit prop posturing, full of sloganeering sound 


substantial 


Appreciation ¢ 


: 


and clench-fisted fury. It is first of all a human. 
tragedy in which patriarchy is as much an 
oppressor as a potential victim in the long, 
run. The narration is all quiet grace and deep: 
emotion, capturing the nuances of overt. 
speech and unspoken asides. Yamunakka, the 
young Brahmin widow, has to pay with 
excommunication from the tight puritanical 
community (spouting pious hypocrisies) for 
her sexual transgression, as her father (a 
scholar renowned for his piety and learning), 
performs the shradh ceremony for a living: 
human being. The final irony, of a marriage 
proposal from the harassed father of a nubile 
daughter for the widowed patriarch, is not 
hammered out with explicit satire but only 
touched on fleetingly. Young Nani, the 
homesick new student of the Gurukul who 
has been mothered by the caring Yamunakka, 
watches the unfolding tragedy with eyes that 
are forced into premature knowledge. Like the 
iconic eyes of Durga in Devi, Nani’s wide 
hurt eyes indict the ongoing oppression of 
women. 


Right from the beginning, Kasaravalli has 
translated his love of literature into the 
language of images with great narrative skill 
and astonishing maturity. Kasaravalli readily 
admits to the two strong influences that have 
shaped his work. Satyajit Ray is the inevitable 
influence on a sensibility drawn to classic 
humanism. The other genius, Dr. Shivram 
Karanth (not known as widely as he should be 
outside Karnataka) is a rare Renaissance figure 
- prodigious _ writer/activist/rationalist 
rejuvenator of Yakshagana who transformec 
the intellectual and cultural life of Karnataka: 
Kasaravalli draws a fine line between Ray’! 
classically perfect structure, and Karanth’: 
passionate characters who escape inte 
autonomous life. The writer strongly believe: 


in rationalism and scientific temper and yet 
his beliefs don’t bind his characters. 
Kasaravalli speaks with near reverence and 
deep understanding of the two great masters, 
subtly drawing the distinctions that make 
them so similar in some ways and so different 
in others. 

From pharmacy to films is a great leap. 
What is the prescription that Kasaravalli 
brings to a cinema of quiet but intense 
commitment? If one tries to trace the 
influence of his mentors, one can see Ray’s 
tight control over the structure fused with 
Karanth’s passion that allows a free-wheeling 
inner life to the characters. Kasaravalli echoes 
the observation that Ray’s control over the 
structure springs from the maestro’s deep 
knowledge and connoisseur’s understanding 
of western classical music. If we look for 
musical analogies for Kasaravalli’s oeuvre, we 
find it in the flamboyant theatricality of 
Yakshagana. But there is an_ essential 
difference. The flamboyance is often turned 
inwards, into muted introspection of the 
contradiction between theatrical grandeur, its 
myth-making ability and the confining 
constrictions of reality. Bannada Vesha, a 
neglected gem, explores this conflict with 
exquisite subtlety and unshowy brilliance. 


Kasaravalli believes in layering his films 
and the narrative is not plot-driven. The 
narrative flows organically from the classic 
interplay between character, situation and 
societal forces. The protagonist of Bannada 
Vesha desperately wants to play the heroic, 
semi-divine roles of Yakshagana but ends up 
playing the demonic villains to much acclaim. 
The psychological state of disquiet, of 
grappling with contradictions between 
aspiration and achievement, descends into 
stoic acceptance of reality. The lyrical passages 


of an unrealised attraction between the hero 
and a village girl punctuate the high drama of 
theatrical performance. The alternating moods 
flow like parallel raagas and fuse into a new, 
subdued melody that admits atonal 
dissonance. There is no knowledge as bitterly 
devastating as self-knowledge. 

This coming to terms with the truth about 
oneself is at the core of Tabarana Kathe. The 
fate of the cussed, self-willed Tabara, coming 
to terms with the new dispensation after 
British colonial rule has ended, is tragi-comic. 
The film meshes the satire against 
bureaucratic red tape with the subdued, 
domestic tragedy of Tabara and his diabetic 
wife, the deep mutual affection of the childless 
couple lit by the cheery orphan they casually 
adopt in the evening of their life. The 
occasional actor Charuhaasan’s acerbic, yet 
poignant, performance fetched him a national 
award, along with a second Swarn Kamal for 
Kasaravalli for best film. We see a remarkable 
generosity on the part of the director who 
seems to give actors - they are not stars — the 
necessary space and encouragement to 
blossom before our eyes with a transparency 
that is quite rare. 


Early films like Akramana and Mooru 
Darigalu - the print of the latter is lost and 
has hardly ever been seen - continue the 
thread of feminism, now transposed to a 
contemporary setting. Mane, made in Hindi 
and Kannada, is a disturbing study of a very- 
much-in-love couple’s fraying relationship 
under the assault of urban isolation, intrusive 
noise that magnifies the inequalities of the 
new power structure, the tensions between 
the middle-class and the threatening 
impingement of their space by the homeless 
masses. You can shut the world out within the 
confines of your little private space or let 
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awareness enlarge your empathy. The 
claustrophobic interiors are a setting for a 
symbolical use of primary yellows and reds. 
Colour adds a subtext to a 
seemingly simple story of growing alienation 
between a couple who journey on diverging 


lines of individual growth - but they are not 


subversive 


parallel lines that never meet. Reconciliation 
that comes after painful introspection holds 
out the glimmer of a new journey together. 


Before the crabbed loneliness of old age 
became a new formula (for art, middle and 
mainstream cinema), Kasaravalli explored the 
theme with an utter lack of sentimentality in 
Kraurya. The old Brahmin widow (who has 
lost her only son) spins incredible yarns for 
the village kids but has lost the ability to 
connect with adults. Perhaps it is her cynicism 
that sees through the monetary calculations of 
relatives. Or it could be the instinct of self- 
preservation, of guarding her savings for her 
own sustenance. Kasaravalli draws an unusual 
allegory, between the reality of silkworm 
(unthinkable 


occupation for a Brahmin) of 


cultivation 


the old lady’s nearest relative 
who houses her and _ the 
tenuous links the old woman 
(called granny by the entire 
village) tries to establish with 
the new family, more so with 
the children. 
deliberately dispassionate study 
of old age, its tendency to 
cantankerous behaviour that 
makes it difficult for others to 
live with it, as well as the 
innate pathos of loneliness. 
Bundle Ajji (stuck with the 
moniker for her facile ability to 
improvise tall tales) of the 
disturbing film is no saint but 


Kraurya is a 
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her horrible, almost surreal, death is a terrible 
indictment of our humanity eroded by self 
seeking greed. 


Thayee Sahib is a sumptuously rich film# 
after the spare austerity of Kraurya. For the 
first time, Kasaravalli has the luxury of a 
decent budget for a period film tha 
ambitiously combines the personal story of a 
woman with the landmarks of our political 
and social history. The eponymous heroine is 
a resilient character who has the depth and 
sensitivity to transcend not only the confines} 
of her feudal setting, but the generosity off 
heart and mind to bond with her husband’s{ 
lower caste mistress, so that her adopted so 
(no blood relation) can break the shackles of al 
crippling legacy to find personal happiness 
The young man is driven to self-destructive 
despair because the girl he loves - the 
daughter of his adoptive father’s mistress - ig 
technically his 


sister according to the 


inflexible norms that arbitrarily fix family 


relationships. The film traverses the arc fro 


the personal to the political without flag- 


waving polemics. 


Kasaravalli has always been fascinated by 
houses and architectural details. The lovely 
old house in Ghatashraddha, with its carved 
pillars, doorways and the soft sheen of 
seasoned wood, is more than a setting and 
decorative detail. Its muted beauty and dark 
shadows are witness to the many quiet 
tragedies that have victimized generations of 
women. In Thayee Sahib, the fortress like 
feudal manor, with its impressive main door, 
solid balconies and vaulted, shadowy interiors 
are not only caressingly shot but subtly 
become part of the cast of characters. The 
architectural details also provide a setting for 
some subtle tribute paying. Thayee Sahib 
walks along the balustrade of a passage, 
holding papers edited by her progressive 
husband...it’s a more matronly echo of the 
scene from  Charulata, Madhabi 
Mukherjee glides gracefully along the 
colonnaded balcony. What is similar is not 
just the walk along a balcony but also the 
sense of purposefulness that unites two 
women so far apart in time and historical 
setting. There is yet another Ray-esque touch. 
The first time Thayee Sabib steps outside the 
forbidding main gate, taking a stride into the 
outer world recalls Bimla’s walk from the 
cloistered women’s quarter into the men’s 
world of politics in Ghare Baire. It is with a 
sense of delight that one notes the tribute that 
pays homage and yet makes a different 
Statement in a different context. 


when 


With Dweepa, Kasaravalli reaches a level 
of magisterial statement made with acute 
Sensitivity to a host of connected themes. No 
man is an island said Donne. But the tide of 
change that has overwhelmed our society has 
made us all islands, isolated from each other 


and the ethos that nurtured us. Kasaravalli 
slowly unfolds the fate of four such 
individuals as their home loses the tenuous 
link to the mainland and becomes an island, 
while rising waters of a dam submerges the 
lushly green sanctuary. The four characters in 
Dweepa represent four attitudes. The old 
man, who performs the ritual worship of a 
presiding Spirit in a small nondescript shrine, 
is certain of his values. He believes in the 
tradition he has inherited. The son doesn’t 
really believe in this tradition but he goes 
along with it, helping the father in ritual 
performance. Nagi, the daughter-in-law, is the 
pragmatic rebel who wants change. But she 
too is trapped and can only work within the 
situation, overcoming the odds with her 
pragmatism. Unlike her husband who just 
waits for the waters to rise and die, she 
struggles through the night to ward off the 
threat as best as she can. But here is the 
ambiguity of the ending. Her work is not 
recognized and the husband attributes it all to 
the grace of the Spirit. 


Krishna is the fourth dimension of the 
quartet. He comes from across the river, after 
experiencing the world outside. But that 
world has defeated him and he comes to the 
island believing that he can succeed at 
something. In Kasaravalli’s non-schematic 
structure, Krishna represents the modern 
dictum of “efficiency” - something the 
director distrusts in the context of 
globalisation, which deprives a large majority 
of their self-confidence. Isn’t the whole 
concept of efficiency at any cost suspect? That 
is one of the questions a director who has 
become increasingly political - in the broadest 


sense - asks. The quartet meets their 
individual destinies in this ravishingly 
beautiful land. Kasaravalli makes rain a 


palpably sensuous experience - an ironical 
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contrast to the uprootment of a family, a way 
of life, by the march of “progress.” Dweepa 
squarely asks: does the wider good of the 
many have to be at the expense of the few? 


Metaphorical meanings cast intriguing 
shadows on a period film that is impeccably 
researched, sensuously imaged and alive with 
nuances. Nayee Neralu (In the Shadow of the 
Dog) allows meanings to emerge out of the 
interplay between people, their precise 
location in a culture-specific time and space, 
hinting at inchoate under the 
seemingly tranquil surface. Even as Nayee 
Neralu leaves you replete with the satisfaction 
complex story told with superb 
craftsmanship, there follows a disquieting 
aftermath as imponderable questions continue 
to haunt... 


feelings 


of a 


Foremost is the fate of the protagonist 
Venkatalaxmi - a widow who is forced both 
by circumstances and her own dormant 
sexuality - to co-habit with Vishva a younger 
man who is believed to be her husband’s 
reincarnation. Linked to this is her benevolent 
father-in-law’s mindset that is torn between 
scepticism and loyalty to his frail wife 
Nagalaxmi’s need to believe her son has come 
back = in Rajalaxmi, 
Venkatalaxmi’s teenaged daughter studying in 
Mysore, is so appalled and angered by the turn 
of events that she takes recourse to legal 
action, to prove Vishva an impostor. Three 
obviously 


another form. 


generations of women are 
representative of three attitudes - faith, 
ambiguity and rationality - but they are also 
three individuals driven by their own unique 
needs. | Nayee Neralu  sidesteps the 
predictable dialectic of faith versus reason, 
tradition versus modernity. Instead, what 
Kasaravalli evokes is a complex web of 


emotional need and societal pressure, of 
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human vulnerability and strength working 
their way through the overarching forces of 
philosophical beliefs, the implacable weight of 
orthodoxy, the imminence of politics and the 
slowly grinding wheels of social change. As 
you absorb the lingering impact of all these 
seen and unseen factors influencing the course 
of action, the symbiotic relationship between 
literature and cinema surfaces again. 


In an age of quickly devoured and as 
quickly forgotten airport fiction, here is a rar 
film that makes you want to read the origina 
novel - preferably in Kannada (as I vow to 
myself despite misgivings about my 
serviceable knowledge of the 
language). Having read a couple of Dr. 
K.LBhyrappa’s (he has a Masters 1 
philosophy and a Ph.D in Aesthetic) other 
novels, I come away with an intangible sens 
that Kasaravalli has captured the essence of th 
book - its psychological truths, intellectua: 


writte 


questions and moral dilemmas - through < 
quiet mastery of the cinematic language. This 
formidably endowed writer delves into the 
interplay between individual psychology 
societal forces and philosophical ideas tc 
create compulsive narratives rich in subtexts 
Bhyrappa challenges a filmmaker to match hi 
range of complexity. Kasaravalli is more th 
equal to the challenge. Gone is the didacti 
(even if well-meant) tone of the earnes 
Haseena. Nayee Neralu has an equally 
engaging feminist concern but her 
Kasaravalli lets it seep out between the fram! 
so that it percolates even deeper. He h 
regained the subtleties of ambiguit 
something that was absent from Haseena. 


This raises an interesting question: 1 
Kasaravalli more at home in a period settin 
where he can unobtrusively  inse 


contemporary relevance while we are lulle 


by evocative details and artfully recreated 
ambience? True, when we think of Thayee 
Saheb, Ghatashraddha and Tabarana Kathe (to 
an extent). The vastly underrated Kraurya - a 
clinically unsparing study of lonely old age - 
and parts of the unevenly realised Mane 
reveal a director who can _ confront 
contemporary themes head-on. In Dweepa, 
Kasaravalli shows how the tide of change (a 
dam that will submerge the ancestral homes of 
people stranded by “development”) that has 
overwhelmed a traditional society like ours 
has made us all islands, isolated from each 
other and an ethos that had nurtured us for so 
long. 

The individual is at the 
Kasaravalli’s world; it is his 
preoccupation. He admitted in an interview ( 
Mumbai’s Third Eye festival screened Dweepa 
after it won the Swarna Kamal) : “In fact, even 
in my earlier films, this isolation, some kind 
of alienation from one’s surroundings, has 


centre of 


abiding 


been coming back again and again. It is not a 
conscious decision though,” he added (with 


the air of one wanting to clear up arbitrary 


critical summations). Nayee Neralu’s 
Venkatalaxmi (Pavitra Lokesh) is one such 
individual uprooted from her old 


surroundings. The lot of a youngish widow in 
an orthodox Brahmin village (of the 1940s) is 
no bed of roses but at least it doesn’t throws 
up surprises as long as the woman conforms 
to customary regimen: shaven head, no food 
at night, sleeping on a hard bed. Her in-laws, 
Achchannaiah (Sringeri Ramanna) and 
Nagalaxmi (Rameshwari Verma), are kind, 
even compassionate. Achchannaiah is a 
thoughtful man, heard with respectful silence 
by the village panchayat. He is a doting 
grandfather to Rajalaxmi (Ananya Kasaravalli) 
and wants her to be educated. It is almost as if 
he wants her to replace his only son who had 
died young. Incidentally, 
changed the novel’s grandson to a feisty 
granddaughter to underline the feminist 
theme. Rajalaxmi hates it when her mother’s 


Kasaravalli has 


head is shaved and wants to stop the degrading 

practice but Venkatalxmi knows that her old 

mother-in-law will not even let her 

enter the kitchen if she flouts the 

% P strict regimen laid down by 
PF orthodoxy. 

Achchannaiah is driven by 
curiosity and finally gives in to the 
badgering of his good friend to visit 
a small town in Northern 
Karnataka where a young man 
called Vishva reportedly talks of his 
previous birth as Achchannaiah’s 
son. Vishva (Ashwin Bolar) lives 
with a who sees an 
Opportunity in the reincarnation 
_— story to lay claim to 

§ Achchannaiah’s considerable 
Property. Something - a whim, 


cousin 
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perhaps a need to test the claim or may be 
offer some solace to his heartbroken wife - 
makes him bring Vishva home for a visit. The 
supposedly brief visit becomes permanent, in 
no small measure due to Vishva’s ingratiating 
ways and Nagalaxmi’s utter conviction that 
indeed, this is her son. Venkatalaxmi is 
repulsed and afraid, so she keeps out of 
Vishva’s sight. The small, close-knit 
community is all agog and there is a hint of 
speculation as to how Venkatalaxmi might 
respond to this improbable (but not 
impossible, goes the consensus) situation. 


Kasaravalli captures this interplay with 
expected acuity and unexpected humour, 
building up to the 
confrontation between 
displayed masculinity 
repressed emotions. The unlikely catalyst is 
Nagalaxmi who begs, wheedles and cajoles 
Ventakalaxmi brightly 
coloured blouse and sari, bangles and kum 
kum just once so that Vishva doesn’t have to 
see her in the inauspicious widow’s garb. The 
scene between both women seated apart, and 
the old woman sliding closer to Venkatalaxmi 


inevitable meeting/ 
Vishva’s _ overtly 
and Venkataxmi’s 


into wearing a 


as she pushes the sari along the ground, is 
played like a slow, mesmerising dance ending 
with the widow’s capitulation. 


Then begins the elaborate dance of 
courtship between a pair yoked by strange 
circumstance - of advance and retreat - in a 
variety of settings: a glimpse through a 
window of the lovely old house (a pleasure 
guaranteed in a Kasaravalli film where 
architecture almost takes on a dramatic 
persona), a languid walk though the lush 
greenery outside. It is the sudden assault by a 
swarm of bees (from a hive that Vishva 
disturbs) that catalyses the physical contact. 
Venkatalaxmi’s transformation is amazingly 
swift. One by one, she discards the outward 
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symbols of widowhood. She sends the barber 
away, wears kum kum, lovingly takes out the 
old saris stored away in a trunk...The old 
couple watches in consternation but all 
Nagalaxmi can do is to feebly protest and bar 
the erring daughter-in-law from the kitchen. 


Kasaravalli accelerates the pace from this 
point, juxtaposing the shocked reaction of the 
village elders with Venkatalaxmi’s continued 
defiance, Rajalaxmi’s shock and Vishva’s 
insouciance. There is no place for this 
unlikely couple in the village and 
Achchannaiah escorts them to a friend’s 
property further south. The film captures the 
splendid variety of landscape in loving, 
differentiating detail. 


Now begins yet another chapter of 
travails in Venkatalaxmi’s tumultuous life. 
She sees - and accepts as inevitable - Vishva’s 
roving eye that has settled on the charms of 
the ferryman’s nubile daughter. Vishva has no 
sense of responsibility expected of a husband 
and soon- to- be- father. He is behind bars 
because Rajalaxmi’s lawyer manipulates a 
charge of molestation against him. The 
incarceration changes Vishva but not into 
assuming responsibility for his wife and little 
daughter. Rajalaxmi extends a hand of 
reconciliation to her estranged mother and_ 
picks up her little sister Bharathi. It is the time: 
of the freedom movement and Venkatalaxmi | 
has made a gesture of breaking the family’ 
tradition, at least in the matter of name. Will. 
the change of name bring a change of identity, 
for herself and this new child? Kasaravalli: 
suggests that she is on the brink of 
independence, however uncertain. She is also 
located beside a river, a symbol of continuity 
Nayee Neralu is 
leaving us with 
traditional 


and probable journeys. 
deliberately open-ended, 
questions of negotiating with a 
society for individual space. 


Allied to this mythic invocation 1s 
Kasaravalli’s concern to reclaim the 
subversive strain that works in subterranean 
ways under a seemingly change-resistant 
orthodoxy. He is wary of western writers 
who “always picturised Indian and other 
Oriental countries as the society without 
resistance. According to them, in traditional 
societies people accepted the diktats without 
questioning. But post colonial studies and the 
writings of Ashish Nandy and D.R .Nagaraj 
disputed this and showed with examples 
various other modes of circumventing the 
strictures which these western writers failed 
to notice. According to D.R Nagaraj, our 
myths and folklore is full of such subversion. 
Here in this film Venkataxmi uses the belief 
of the society to achieve all that was denied 
to her.” So goes the director’s note. The 
critic’s job is to examine if the film realises 
the stated objective. 

Nayee Neralu adds a touch of ambiguity 
to Venkatalaxmi’s subversion of orthodoxy. 
The film’s misc en scene works its own 


Kasaravalli once spoke of the innate magic to imbue Venkatalaxmi’s fate with 
quality of the women in his films: they don’t uncertainty, subverts in a way her feminist 
break down. “They don’t even have some assertiveness with the vulnerability of waiting 
great, romanticized vision of themselves indefinitely for an unreliable man. Instead of 
either. They are very practical and without diminishing the film’s overall impact — with 
making any compromises, they adjust. It’s a notable contributions from S.Ramachandra 
kind of negotiation they make with the Aijthal’s marvellous cinematography, Ramesh 
circumstances.” He said this in the context of | Desai’s impeccable art direction. and the 
Dweepa but is true of Nayee Neralu too. mastery of three Kannada dialects spoken in 
Here, the uncompromising individual jis the three different areas of Karnataka —- this 
— eeieleetgse: peel is the note of stoic waiting (but not resigned, there 
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4 (which symbolically represents the Venkatalaxmi a believable ch 
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aura Mulvey in her seminal essay “Visue 

Pleasure and Narrative Cinema” vividly 

explained and substantiated he 
proposition with Freudian Psychoanalysis. She 
contended that “unchallenged, mainstream film 
coded the erotic into the language of dominant 
patriarchal order”. Then she discussed about the 
famous male gaze associated with viewership © 
the film based on the scopophilia theory 0 
Freud. In a world ordered by sexual imbalance 
pleasure in looking has been confined betwee 
active/male and passive/female. The 
determining male gaze projects its fantasy ontc 
the female form which is styled accordingly. 
their traditional exhibitionist role women ar 
simultaneously looked at and displayed wit 


their appearance. The presence of woman is an 
indispensible element of spectacle in normal 
narrative film. Keeping all these statements in 
mind, we can proceed to research the real 
scenario both in commercial and parallel films 
before embarking upon the concerned film 
maker we are supposed to deal with. 


From the 60’s onwards, a breed of women 
filmmakers harped on the film making business 
keeping women as a central thematic.Sai 
Paranjapee, Kalpana Lajmi, Prema Karnath to 
Aparna Sen., Manju Borah all in strong feminist 
gaze of films. Here, they successfully posited 
women as the central character, dealt with their 
subjectivities; their search for self identity amidst 
the claustrophobic patriarchal order.Besides, this 
bandwagon of feminist film makers, and a group 
of men also tried their hands on subjects overtly 
narrating the stories of womenfolk. In 
mainstream Hindi cinema, it is Shyam Benegal 
who successfully turned to women centric 
cinema representing a stronger women voice. 
Bhumika and Mandi and the central characters 
of these films always tried to break with the 
conventions of stereotypes represented in the 
films. Bhumika was the first Indian film based 


on a woman’s autobiography. 


But Benegal has serious advantages. Using 
indi, the lingua franca was the forte of his 
inema. Doyens like Smita Patil, Naseeruddin 
Shah, Shabana Azmi, Anant Nag and Om Puri 
as crystallized his effort to establish his point 
f view and also the widespread acceptance of 
is films. Chidananda Dasgupta once said that 
he regional cinemas receded before the impact 
f the Hindi film. The way Benegal’s films are 
alked about and been ‘popular’, Ghatashradda 
ven being considered as one of the hundred best 
ilms by Paris film archieve, has to enjoyed 


a committed filmmaker has taken the onus of 
exploring the psyche of a woman in the Indian 
context. His first film was released in 1977, at a 
time, when women’s movement in India was 
getting stronger. Based on a short story by 
U.R.Anantamurthy, Girish poignantly portrays 
the story of a young widow, her agony, the 
exploitation of patriarchy, coupled with 
religious treachery; all pushed her to the point 


_ of excommunication. 


Most of Girish’s films raise a number of 
fundamental questions about female 
subjugation, existing power structures, and 
conflict in the society. Thayi Saheb (1997) has a 
multi layered text. Here the home of Narmada 
Bai i.e. Thayi Saheba is in itself a structure of 
exploitation. The husband tries to bring freedom 
to the country whereas severe injustice prevails 
in his own family, especially upon the 
womenfolk. His first wife found solace in 
spirituality, being a childless woman, she feels 
of no use in domesticity. The second wife Thayi 
Saheba manages every household chore, 
maintains the balance in her husband’s life, 
solves all the crises home can offer and also waits 
patiently for her husband to return home. While 
her husband is busy in the freedom movement 
of the nation, Thayi Saheba, being the dedicated 
wife realises her actual duties about people 
surrounding her. She silently brings revolution 
in the inner domain of herself and people she 
cared for. Girish in his candid yet powerful way, 
created the character of Thayi Saheba a glaring 
exception as a representation of powerful 
woman. Her strength lies in her soul, even 
keeping pace with traditional beliefs she raised 
herself into the position of a truly liberated self. 


In his next film Dweepa (2002) Girish 
depicts the story of Nagi. Being the boldest 
among the family, consisted of two lazybones, 
her husband and her father-in-law, she undergoes 
all the trouble of displacement and natural 
calamity could summon. From women being a 
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spectacle, as the subject of the look, Girish’s 
treatment of women as the controlling 
dynamism challenged the very essence of the 
power dynamics of the society. Nagi acts as the 
protector and at the same time the victim of the 
family which has dehumanizing tendencies. 
Nagi’s stoical endurance, however, is dictated 
by her conscious choice of altruism. It is the 
inevitable responses to a woman forced to play 
a role that silences her voice and puts under 
ensure her identity. The viewer feels in awe with 
Nagi and her invincible courage and grit. Quite 
obliquely Girish convinces us that being a 
woman; it is a crime on her part not to protest 
against injustice done to her. Her endurance 
evokes a sense of guilt within us. We feel 
ashamed, it’s a gaze borne with discomfort. 


In Hasina(2005) Girish uses a broad 
spectrum. Patriarchy coupled with religion 
always has severe impact on women. In war or 
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any kind of carnage, it is the women who are 
victimized, traumatized. The politics of Rape 
emanates from this very point. Hasina is al 
Muslim woman whose survival is connected 
with childbirth. It is the fourth time she is 
pregnant as all other children are girls. Female 
foeticide, communal attack on women all hav 

been dissected and commented upon. Girish 
came up as those among the rarest that used 
cinema as a vehicle to create social awareness 
among all his viewers. In an age of rampant use| 
of advanced technology in terms of cinemaj 
Girish stands apart. He uses linear narrative4 
sometimes his usage of camera, frames, editing} 
may seem outdated, or rather slow, but wha‘ 
makes him a classic director is the philosophy 
his films incur which is so very conspicuous by 
their absence in the works of contemporary 
director. In the age of “end of ideology”, whaj 
we need is a kind of social or so to say persona 
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belief which will bring in end of all injustices 
done everywhere. In an interview with Mr. 
H.N.Narahari Rao (published in FilmBuff, 
Volume 1) Girish mentioned an article by the 
scholar Asish Nandy where Nandy talked about 
Gandhiji at length and how he took to the path 
of non violence and touched the hearts of many. 
Likewise, Girish feels all his women protagonists 
use non violence, compassion, and love as 
mechanisms to touch the subconscious of the 
society. One may not agree with Girish’s 
standpoint especially the radical feminists but 
his way gives us an option to tackle the issues of 
discrimination on the basis of gender rather than 
bypassing it altogether. 


In Nayi Neralu (2006) Girish presented 
Venkatalaxmi who was put in a bizarre situation 
by her family. She is a widow who was 
compelled to accept Vishwa, an eccentric man 
as her reincarnated husband, as believed by her 
in-laws. Eventually after quite a few twists and 
turns, she eventually emerged as decisive women 
who swears by the loyalty of her relationship 
and lives on irrespective of the crises created by 
her surroundings. In this way, Girish once again 
deals with the inner self of a woman who 
somehow lost playing various roles. She was 
subjugated into the age old rituals, the ever 
increasing expectations towards her. As Laxmi 
Kannan writes, “women are trapped in cultural 
values that offer no scope for individualizing the 
self”. Like a phoenix, Venkatalaxmi rises from 
her ashes-stronger, more capable. Though she 
wished to await her husband, it is the 
motherhood in itself which becomes more 
fulfilling than any relationship in her life. 


In Gulabi Talkies(2008) though Girish 
started off in a lighter note, gradually the film 
deals with the influx of media in a village 
inhabited by fisherman community and also 
how Gulabi consolidated women folk of the 
village. Kargil war, communalism, the ill effects 
of globalization all constituted the parts of the 


film. Finally, it is Gulabi who has to pay a heavy 
price and was deported off from her own native 
place. 

If we decide to look at the whole gamut of 
Indian films from the point of view of gender, 
the single most question remains before us is 
the position of woman vis-a-vis the nation, 
religion or patriarchy. Most of Girish’s films try 
to search an answer for that. The cinematic 
medium has its own limitations. In its search 
for a mass audience it tends to be rhetorical and 
melodramatic. In a sharp contrast of these 
stereotypes, Girish brings relief. He has 
somehow served the purpose of feminists. On 
behalf all socially conscious people, he questions 
all social constructs and thereby subverts our 
“gaze”. He actually goes beyond and develops 
an altogether different perspective which may 
not be market oriented and consumer friendly 
but does question prevailing hegemonic ideology 
and actually challenges the very essence of the 
society. In the post globalized era, where even 
women filmmakers are not very concerned 
about issues of gender, Girish is probably the 
only hope for people struggling for the age old 
discrimination against women or so to say 
against any human being. 
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Wien Nirmala in a final act of her obstinacy, wrecks everything 1 
her room and hangs herself leaving a letter which reads. “I'll not spare 
you people after my death. I'll pester you, I'll haunt you...” th 
Freudian connection is instantly administered and one begins tc 
vitalise that “human drive which makes of death the final and desired 
goal” (Lionell Trilling) Pathetically, it is to overlook the development 
of the character of Nirmala. Instincts (the death instinct) force us tc 
believe Nirmala has subjected herself only due to desperation. I 
denies the character of her child-like decidedness and leaves the 
feminists in the auditorium bawling out at her “accepting defeat.” 

The director doesn’t stop at Nirmala’s death either. He continues 
to catch all the major characters reacting to the tragedy. Ironically, the 
girl’s parents’ blame Vasudev for her death, believing that he must 
have misled her through his sugar coated words. Rangappa expresses 
his regret in a mock tone over the death, laying the blame on 


- 


Vishwanath Shanbhag and says Vasudev must 
have been foolish to have agreed to the match 
without thinking it over. Vasudev on the 
other hand, is woefully repentant on having 
agreed to the marriage and fears she wouldn’t 
(othetwise) have met such a fate. He decides 
to leave his village and move far from the 
crowd, sick of people pointing at him as the 
cause for Nirmala’s fate. Shinna, who has 
come to leave him to the boat, tries to 
persuade him to stay, saying. “These are the 
same people who talked ill of her before.” But 
Vasu is determined. The film ends with a 
long-shot of the boat. 

This batch of shots should appeal as a part 
of the whole. since Kasaravalli isn’t content 
merely telling a story, He goes on to record 
the response to the event. The sarcasm of the 


survey in these shots is the ultimate. 
declaration over this social evil. 
Sense of Detachment 

Again, there has been a sense of 


detachment from the tragic. As Girish himself 
elaborates he didn’t want the “dust to die 
down” after a dramatic sequence. Thus he 
moves from one highpoint to another. In a 
sense, he doesn’t believe’- in the analytic 
function of Aristotlean tragedy-a function too 
athartic and sensational as to draw the cine 
oer away from the issue itself. It is a triumph 
right, but it is also a defeat in the sense that 
here tends to be a disastrous misinterpretation 
f the girl altogether. 

Probably there is too much a stretch of 
ime to warrant the genuine feeling or 
motion. Still, one feels it is all a question of 


ensibility rather than a lapse in directorial 
uty. 


A certain completeness in the screenplay, 
which one rarely finds in our directors, 
barring Ray, a thorough linkage of ‘incident 
to incident, action to reaction and word to 
word, is striking. 

Shot competently by $.R. Bhat (also an 
alumnus of the Pune Film Institute) in black- 
and white, a major portion of the film 
demands low-key effects-a thankless task for 
any Cameraman with the type of laboratories 
we have around us! But he relates well with 
his director in executing all those strong and 
eye catching visuals with pattern and source 
lighting. 

There is a clinical adaptation of reality, 
the film being entirely shot on location, but 
the authenticity is never over-ridden by 
documentation. Whatever information there 
is about the North Kanara 
Karnataka (where the story takes place) is 
only supplementary to the thematic content. 

As for the performances contrary to the 
beief in some circles that Kasaravalli doesn’t 
handle his actors well-‘Mooru Darigalu’ has 
three persons worthy of mention: Sri Ranga 
Krishnaswamy, daughter of the renowned 
M.V. Krishnaswamy in her first film, lives her 
role as the haughty Nirmala superbly. She 
perforces a restrained mobility about her 
inspite of her seemingly plump build. 
C.Vishwanath Rao, also in his first big role. 
evokes a studied but sensitive portrayal of her 
father Vishwanath Shanbhag. Goda Ram 
Kumar as Nirmala’s aunt Chandra bhagi is 
affectionately warm. 


‘Mooru Darigalu’ has put Girish back on a 
pedestal........ 


milieu of 
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‘The people of north and west Karnataka have become real to me through your work... 


Prasanna Ramaswamy 
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Tabarana Kathe an interview : by 1.G. Vadhyarothen 


T.G.V: Since all your films are based on published 
literary work, how do you conceive of the relationship 
between film and literature in the light of the current 
belief that cinema is visual ? Explain why and how you 
chose Tejaswi’s ‘Tabarana Kathe’. Please detail the 
changes you introduced in the original. 


G.K.: I’m afraid that the current belief that the cinema is 
just visual, whereas literature is not, suffers from an excess of 
generalisation. It is very superficial. If one looks literary at 
any medium of expression, the artist, it will be seen, 
communicates with his audience only through codified 
images. The writer uses the tools of his medium like words, 
phrases, sentences, sometimes even with the metrical rhythm 
of the sentences to create images. The filmmaker uses his 
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idiom which includes besides visuals, the 
sound elements, editing etc. Hence. I feel both 
use visuals. But the reason for the popular 
notion that cinema is visual is due to the very 
nature of the method of communication. In 
literature the images that the writer creates are 
general in nature and get particularised only in 
the mind of the reader. In cinema the 
communication is from the particular to the 
general. In fact, a good filmmaker always 
searches for those images which can transcend 
their particularity. Hence when I read a film, I 
look for the efforts to understand the writer’s 
statements. 


This also answers another question as to 
why and how a director selects a story. When 
one is reading a story or a literary piece in an 
attempt to internalise it, one will be 
particularising the images. As a director, if 
these images provoke me and haunt me and if I 
feel that these images can be transcended. then 
I start working on the story. If the story 
doesn’t yield to this kind of exercise, I drop it 
All the literary works on which my films are 
based have evoked in me these responses. 
Hence they were selected. Whether I have 
succeeded in doing it or not is a matter for 
discussion. In Tejaswi’s story it is the central 
character and characterisation that attracted 
me a lot. Tabara is the archetypal image of that 
group of people, not aware of or engulfed in 
the freedom movement. The Indian freedom 
movement which was essentially a middle class 
movement, kept out people like Tabara. 
Tabara remains a Trishanku between the 
imperialist Britishers and ‘independent’ 
Indians. For him the freedom movement and 
the movement of Gandhiji meant nothing. His 
oversimplified attitudes which liken the 
‘protest’ of the coffee planters with Gandhiji’s, 
the casual remarks he keeps making on 
Gandhiji and independent India reflect this 


right through the story. Tejaswi has brought 
out this with a kind of restraint and distancing 
that one doesn’t fail to see the other side of the 


tragedy. 


Style of Interpretation 


While I agreed with this outlook of 
Tejaswi. I attempted to interpret the same 
kind of attitude that Tabara had even in 
Independent India. Though sincere, his 
attempt to measure things by their usefulness 
(viz. his attitude to protest) deprives him of 
political understanding. The constant 
wavering of Tabara between Bantyappa and 
Eare Gowda is an example of this. His 
relationship with Eare Gowda is purely feudal, 
reminiscent of the relationship between the 
loyal servants and the British of the time. 
Whereas Bantyappa constantly tries to strike a 
relationship which is totally different in nature 
but fails. Another shade of the same thing is 
the adoration of Tabara for the British system 
of governing. But he fails to realise that the 
system that traps him is the direct descendant 
of the same system. As opposed to the simple 
network of a man caught in the system, the 
film brings out the complex relationship 
between the system and the individual. The 
system which he nurtures dumps him. So he is 
simultaneously the victim of the system as 
well as its supporter. This creates a complex 
circle. Like a snake swallowing its own tail. 


You have asked me to detail the changes I 
have introduced into the original. At the level 
of plot construction, there are quite a few 
changes. The story had a kind of construction 
wherein the social nexus of the problems 
Tabara was facing was reflected at the level of 
the individual. So the writer used two planes. 
The plane of Tabara and the plane of Appi, 
both being parallel I had sketched Babu’s 
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character which is neither parallel nor 
contrapuntal but tangential. The plane has a 
starting point exactly there, where the plane of 
Appi begins. This plane operates on a complex 


level. 


The attitude of Babu 1.e., the indifference, 
is somewhat similar to the attitude shown by 
Tabara in his younger days, to the political 
upheaval of that time. One can also see some 
other changes in the plot development. Like 
the introduction of characters like Krishnappa. 
Gowdathi, the head clerk, etc. But 
shouldn’t search for the changes just in the 
plot. Because content doesn’t mean just the 
plot. One has to search for the images on 
which or by juxtaposition of which, the 
director builds the film. It is here and through 
this the director plays his card. It is on this 
level my films differ from the original short 
stories. My films are not illustrations of 
original stories. They use the original short 
stories as “written reality.” 


one 


T.G.V: At the very beginning of the film, 

you have characters proclaiming Tabara’s 
“madness”. Why did you do your film in 
the past tense-as something that had 
already occurred? What are the formal 
devices lighting, camera set-ups-that you 
employed to achieve your aim? 


G.K.: As you have rightly noticed, the 
film has two time frames-the present and the 
past. The main body of the film happens in the 
past as recalled by various people. But this 
can’t be called as flashback in the conventional 
sense. All the sequences that happen in the 
past take off from the present with the 
narrator taking part. But later they move 
independently. Nowhere in the film do we see 
Tabara actually “mad.” He just tries to remain 
aloof. Just because he doesn’t want to talk and 
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behave like the other villagers he is labelled 
“mad,” Otherwise, what is wrong with a man 
standing on the top of a mountain watching 
the sunrise - the sole act which prompts them 
to jump to conclusions? But from the close-up 
of these people it is clear that they start their’ 
talk saying Tabara has gone mad. Could it be: 
their secret wish? They can’t bear the sight of 
Tabara roaming the streets without talking to 
any one — this we learn from the head clerk’s 
speech. If Tabara goes mad, nobody can be 
held responsible for the misery of his life. So 
don’t you think it is the shedding of 
responsibility as the shopkeeper says? The 
people of Padugere are ready to accept the 
amongst them as a _ normal 
occurrence but are unwilling to accept 
someone as different (this sentiment is actually 
expressed by Eare Gowda). These present- 
tense shots bring out the idiosyncrasies of th 
‘present’ and cannot be treated as the objectiv 
recording of the incident. 


‘madness’ 


We wanted to treat all these shots as 
unit. In both sequences that we see in th 
beginning, the characters who talk of th 
‘madness’ of Tabara are given a kind of 
appearance which makes them look odd. 
Whereas Tabara looked normal. So th 
sportsmen, whom we identify as coffe 
planters appear in a garb which makes the 
look out of tune with the milieu. Eare Gowda 
with the lather stuck all over his face looks 
like a man with a mask. In contrast to these 
people Tabara looks natural in his externa 
appearance. Tabara is looking at the rising su 
and says he wants to know whether it i 
setting or rising. The redness of the sun is usec 
as the continuity link in the later sequence 
which operate in the present within the mai 
body of the film. Whereas the editing rhyth 
becomes more serene and disciplined in th 
first and last sequences where Tabara i 


roclaimed ‘mad’, it is not so stylised when 

the villagers think Tabara as normal. Thus the 
shot-takings and the cutting rhythm in the 
first and last sequences are lengthier and 
restrained. The cutting rhythm follows the 
flow of the action in the body of the film. In 
hese bracketed sequences it is the action 
hich follows the cutting rhythm. On a 
ubliminal level this operates on the viewer to 
et the irony of the situations. 


T.G.V.: Your film invites comparison with 
Massey Saheb, which also deals with the 
tragedy of an individual who admires his 
British masters excessively. In what way is 
your film different? Also, why is it you 
don’t deal with this aspect of Tabara as 
much as Tejaswi? Is it not possible to see 
not as due to the 
indifference of others, but as caused by 
himself? 


Tabara’s madness, 


G.K.: I haven’t seen ‘Massey Saheb. Hence 
an’t make any comparison. But from 
hatever little I know about the film, I do see 
ome between Massey and 
abara. 


resemblance 


Tabara doesn’t go mad in the film. It is 
nly the villagers who thrust “madness” on 
im. In fact in the film, there is quite a lot of 
mphasis on the fact that Tabara is responsible 
or his tragedy. But I haven’t used the 
mistakes” of his British days as the cause of 
is tragedy. Why should one try to trace some 
f his decisions taken some 20 years back as 
he cause of his present tragedy? Even the 
haos he creates in the present could be the 
eason for his tragedy. That’s the reason why 
he film concentrates so much on Tabara’s 
yalty to Eare Gowda. The fact that Tabara 
as made a mess of his career comes out, I 
hink, in the sequence when the clerk blames 


him for not maintaining a proper service 
register. It is really this which has caused 
confusion because no one really knows 
whether he is a government employee or a 
municipality worker. At this accusation, 
Tabara can only giggle. Tabara has been driven 
to this state of affairs-which is referred to by 
others as his madness-by his belief that the 
state of affairs can’t be changed. Bantyappa 
makes all efforts to give a clearer picture of the 
political structure but Tabara refuses to even 
acknowledge it. It is this stagnation that drives 
one to “madness” when faced with some 
irrevocable tragic occurrences. 


T.G.V.: What is the ‘significance’ of Appi’s 
gangrene in relation to the main theme? 
Also in what way does Babu’s discovery of 
the modern world relate to your main 
theme? 


G.K.: Our administrative structure is 
reverse triangle shaped, an inverted pyramid as 
it were. As Tabara’s files starts moving 
upwards, he becomes more and more alienated 
from it. Thus the relationship with Eare 
Gowda, though feudal was personal. If Gowda 
were to have the power to settle Tabara’s case, 
he would have done it immediately. But the 
file moves upwards, out wards. For the 
Tahsildar Tabara is somewhat distanced. So 
here he needs the help of Dr. Silva. But when 
the file moves further up Tabara needs 
Bantyappa. The attention he gets is lessened as 
the file moves outwards. The concept of the 
ministry is just a distant concept as the head 
clerk explains graphically to Tabara with 
gestures. This process of alienation causes 
further harm to Tabara and the ponderous 
administrative apparatus is responsible for it. 


Similar things happen to Appi’s wound 
but here Tabara creates the problem for 
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himself and for Appi. To begin with, Tabara 
ignores the wound hoping to get it, cured at a 
city hospital. At a stage when the doctor at the 
village could have cured Appi, Tabara ignores 
it. When he does take her to the village doctor, 
the wound has worsened and he is advised to 
take her to the town doctor. Thus as Appi’s 
wound worsens, she is moved away, from the 
town and of course, it is at the city hospital 
she eventually dies. But it is both Appi and 
Tabara who bring the tragedy 

themselves by opting to go further away. 


upon 


As I have explained earlier, Babu’s story 
moves tangentially to the main story. This 
plane is intended to balance the main plane. 
Tabara faces problems at every stage of the 
development of the plot. Babu, being a 
product of independent India, has no qualms 
about the things. He is at ease in this process 
of modernisation. Unfortunately he even gets 
enamoured by it. Thus the blast, (which 
injures Appi) the elections, the 4 annas that 
Babu proudly flourishes in Tabara’s face, all 
bring out Babu’s character. In the 
conventional sense Babu story may look 
external. But it is intended to throw light on 
Tabara’s tragedy. 


T.G.V: How far do you still use the mode 
of realism ? There are certain redundancies 
in the film. Passages which might have 
been cut out. Also, certain sequence are 
tinted in red. Could you comment on the 
use of colour in the film? 


G.K.: Realism as a style doesn’t interest 
me. Since I don’t intend to limit myself to it. I 
always look for the audio visual modes which 
enlarge the vision. The sound and the visual 
elements are used to comment rather than 
supplement the main narrative thread. In 
doing So, one can stretch the possibilities to 
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that extent, that these elements might loo 
totally surreal. I don’t go to that extrem 
either. What I use is a style, which is slightly 
exaggerated from that of realism. I adoptec 
this because it neither lets the spectator remai 
passive nor conditions him to interpret it i 
just one way. I know the limitation of thi 
style too. Quite a few of my spectators mis 
the statement in the first viewing. They ten 
to take the flow and the audio-visual element 
as casual. Successive viewing or a closer lool 
would make them realise these subtler detai 

This is like shooting with wide-angle lens j 

inside the distortion range. One faintly reali 

the ‘unnaturalness, in the first viewing. B 

this distortion, instead of confirming th 
image already formed in the mind of th 
viewer displaces it. By doing so. I hope t« 
create a dialogue with my spectator. 


In the main body of the film all the clo 
ups which are in ‘present’ tense frame 
tined in red. This red tinge also links thes 
shots. Here Madhu Ambat, our cameram 
has attempted to simulate the light quality of 
rising sun. Remember the first sequence of t 
film. Tabara is watching the sunrise and says * 
want to ascertain whether the sun is setting 
rising” (The attitude of the British imperialis 
was exemplified in their eagerness to create a 
empire where the sun never set). 


The colour scheme in the film is qui 
simple. We have tried to use muted colours i 
the scenes involving Tabara. While nature 
rich colours are used in Babu’s sequence 
Babu gets attracted to the road roller (yello~ 
in colour) which looks unnatural in the mi 
of natural greens. To Appi, it is the unnatur- 
colour of the dust (artificially colourec 
created by the explosion during road buildi 
which rings the bell for her tragedy. 


We were planning to use some unusu 
colour as the backdrop for all the governmer 


ffices. It was then we noticed that most of the 
overnment offices were either green or blue 
istemper. The art director (T.B. Srinivas) 
ecided to use this colour for other offices too. 
n the end. Tabara is outside the green whereas 
he clerks and attenders are all trapped within 
he mesh of green. 


T.G.V.: Could you discuss the emotional 
state of Tabara at the end and comment on 
his behaviour in the last scene? 


G.K.: As discussed earlier, Tabara’s 
madness’ is subjective. That is what the 
arious characters in the film want us to 
elieve that he is mad. But for me (as a 
irector) he is not mad in the strictest sense of 
he term. 


During the course of the film Tabara lives 
ith the hope of getting Appi cured. Her 
eath brings in him a kind of an emotionless 
ate. In other words, one can say he starts 
reezing’: This pricks the conscience of the 
illagers and causes worry to the Tahsildar. 
hen he is constantly irked by Eare Gowda in 
e Tahsildar’s chamber, Tabara comes back to 
ormal’ emotions and starts shouting. One 
uld term this either as momentary or as 
urely emotional but it is here, he realises the 
ony of the situation. When Tabara is 
rought out of the office, he expects the other 
aff members to commiserate with him. But 
ey hide behind the files, typewriters etc. 
hen Tabara looks at them from behind the 
ars, they too look helpless. Tabara could be 
eeping for them; for they, too are trapped in 
eir own way. Those old people whom we 
ver see doing anything other than chewing 
tel nut and who almost look like the replica 
the monotonous rhythmic arches, look at 
abara and one of them laughs. Could he be 
eeping for them? Just before he wipes the 


tears, he curls his lip, feigns a smile. Could he 
be resigning to his fate and laughing at 
himself? These tears rise much above this 
specificity. 

T.G.V.: The whole cumulative force of the 
film is in the long last scene. What are the 
devices-camera. editing and music-employed to 
achieve the effect? What is your final 
statement here? 


G.K.: The last sequence of the film is one 
piece that has given me satisfaction. I am 
happy with the way every thing-camera 
soundtrack, editing, acting-has gelled together 
well. As I explained to you earlier this is the 
sequence where the other characters in the 
film consider Tabara “mad”. Whereas the film 
itself gains a rhythm here which is serene. 
Once Tabara is escorted out of the Tahasildar’s 
office, the clerks in the section office feign 
indifference. Tabara feels dejected and starts to 
move out. We decided to stretch the time from 
this point onwards to bring out the reactions 
of various individuals. This sequence then, has 
about eighteen shots which are lengthy trolley 
shots which have a properly matched rhythm. 
The camera trollies to cover all the clerks 
hidden behind the office stationeries and 
goods-files, typewriters, etc. Then the same 
type of trolley movement is repeated from the 
exterior. The compositions, the acting of the 
characters are all designed the way they are 
now to bring out their attitudes. They may 
look like hypocrites when looked at from 
close quarters but examined in the context of 
their surroundings they look helpless. The 
composition and movement of the characters 
are thus designed to bring out the feeling of 
caged animals. Look at the head clerk who 
looks at Tabara with his mouth open. The 
green colour, which is therein the backdrop 
for the government offices, now forms the 
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foreground engulfing the clerks and Tabara, 
who is outside the green, looks at them. The 
camera dispassionately records all these. 


have been 
consistently using one piece whenever Tabara 
comes to the Tahsildar’s office. It is the same 


music, we 


Regarding 


basic tune but changes either in rhythm or in 
orchestration as per the mood. Tabara comes 
to the Tahsildar’s office first hesitatingly, once 
he comes with Bantyappa and once he comes 
running thinking that the file has come. I had 
asked my music director L.Vaidyanathan, to 
give me a musical piece which imitated the 
structure of the building itself. The building is 
repetitive, monotonous and yet has interesting 


He was asked to repeat the same piece at t 
end but with a difference. We wanted t 
music piece to begin with one of the offi 
noises the sound etc. § 
Vaidyanathan gave the typewriter sound in t 
rhythm-box and then added the synthesiser t 
it and slowly converted it into an origin. 


tune. I found it very satisfactory. 


typewriter 


In the last sequence, I wished to point o 
that the system should change to ensure t 
betterment of the common man but, will 
ever That’s because, even th 
protagonist, perhaps because, of his me 
nature, unwittingly seems to perpetuate t 
system. That’s the greatest tragedy of t 


change? 


arches. So this music, too, I felt, should have 
this structure. That’s what I demanded from 
my music director. And I think Vaidyanathan 


underdog. 


Source: Cimena India-Internatio 


gave me a very good piece for those sequences. 


I found the portrayal of the couple, the most interesting as it shattered the sterotypical 
ways that which is normally adopted and paints them as every other human being 
who have laughs and life, despite their situation of want. What I mean by spiritual is 
this as well; that there is poverty in their life but they are not ‘poor’ people. 


The most moving revelation for me is the unravelling of ‘faith’ and what human 
predicament is in relation to faith and ‘god.’ 


The fine balancing of the two opposed views of land, house and village, one as a living 
entity with many organisms, including human and its completeness in it of death and 
life and the other of treating it as material... as they get epigraphed through images, it 
is almost starting... all without painting one or the other as the virtuous or the evil... 


The representations are like great archetypes, yet they form a very real part of the 
narrative.. the dying/dead, the irrevocable one which 1s brilliantly parelleled to the grave 
digger and his faith... the middle path man who still clings to the village yet registers the 
change, the one who blindly apes a lifestyle without investigation, all the life in between... 


-Prasanna Ramaswamy 
(about ‘kanasenbo kudureyaneri}) 
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ISLAND 


(DWEEPA) 


m Rashi Dorairwamy 


he Island resonates with all the themes that 

Kasaravalli has been known for in his work; a 

deep concern for women, the hold of tradition over 
men, the need for change, stoicism in the face of adversity, 
outside pressures that cause cracks in human relationships.... 
And yet, it is a film that is more ambitious than anything that 
he has attempted so far. Excommunication as a first film js in 
itself daunting : it was a tough act to follow and to better. 


Kasaravalli’s career has shown that he is adept at handling 
the ‘larger’ social themes of antibrahminical tradition as well as 
the comparatively ‘smaller’ existential themes (as in The house, 
of the marriage of young couple coming under stress due to the 
unbearable noise next door). The island is ambitious precisely in 
trying to bring both the strands of the existential and the s 


ocial 
together. Even when the film falters and the narrative see 


ms to 
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lose focus, it leaves you with the feeling that it 
was still worth the effort. In this the film joins 
forces, not just with Kannada cinema - for 
Kasaravalli is a lone, serious practitioner of 
what is left of the art-parallel cinema 
movement in the state but with tendencies in 
Kannada literature. He is a ‘literary’ 
filmmaker because of the deep links his films 
have with the intellectual traditions of 
Kannada literature, and not just because he has 
often adapted works from literature (The 
Island too is based on a literary work of the 


same name). Kasaravalli’s film addresses 
Existentialist - Absurd dilemmas mingled 
paradoxically with social concern, 


characteristic of a lot of Karnatakan literature. 
It is only when the film gets melodramatic in 
places, that it slips. 


The young Nagi, her husband, Ganappa 
and her father-in-law, Dugappa are the lone 
inhabitants of a remote village, near a river on 
which a dam is being built. The other villagers 
have left owing to the rising water-levels and 
impending flooding. The father-in-law is 
adamant that he will not leave come what 
may. He is not a ‘high’ brahmmanical priest, 
but a religious-performer of the ‘lower’ caste. 
The son helps his father and gives in to him. 
He makes trips to the local authorities to get 
an adequate and just settlement for the land 
they think they own. Their bond with the 
land is emotional and thus cannot be assessed. 
The concept of justice and land ownership 
differs for both the parties. How can the 
displacement of some work for the benefit of 
other, wonders the father. The dam is thus a 
pretext for the elaboration of the characters of 
the protagonists. 


It is the wife who looks forward to change; 
the men are tied to the past. She is dutybound 
to serve her family, a duty she carries out 
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cheerfullyand affectionately, even though she 
is practical and sees the need to move from this 
island. The family that remains back is seen as 
‘mad’ by the rest of the community that has: 
migrated. The husband meets his fellow. 
villagers who have resettled and taken up new: 
jobs, not entirely in keeping with their forme 
status in the village. The girl’s mother sends ai 
local boy - who had gone to Bombay, been al 
failure there and returned to his hometown - 
to help the family with the farming during the 
monsoon. Krishna’s arrival on the cycle brings} 
zest to their lives initially. Soon the antics off 
the newcomer begin to get on the husband’s} 
nerves; he is jealous of his wife’s playful] 
relation with him. Rather than doing physica 
labour, Krishna actually rows across daily 
labourers to ‘help’ the already 
impoverished family. The father sees all and 
dies while praying to his god at night, asking; 
for an answer to his dilemma. 


wage 


The three of them are left on the island, i 
their own little emotional islands, barel 
talking to one another, but helping each other 
out, when, the need arises. This is the 
quintessential existentialist absurd situation : 
three different characters - one an ‘outsider’ 
and two ‘insiders’ social and asocial, hemmec! 
in by natural forces - the water and the lone 
tiger hunting for blood - with very different 
reactions to life and death. When the going 
gets really tough emotionally and physically. 
Krishna decamps in the boat, leaving the 
couple with no means of escape. The husbang 
covers himself and goes off to sleep, in the 
manner of an ostrich. It is Nagi who accepting 
all the follies and foibles of the men arounc 
her, wards of danger, all alone. 


Once the dark night of danger is over, the 
water, harnessed by the dam subsides. The 
couple see a few moments of bliss, now that 


they have survived the worst. Nagi, however, 
retreats to her own ‘island’ when she realises 
that her husband thinks they have survived 
due to divine munificence, rather han her 
efforts through the night when she had 
physically exerted herself beyond normal 
human limits. Is there any way out of this 
cycle of mating and marriage, she wonders, 
echoing the words of the famous 12th century 
Kannada poetess, Akka Mahadevi. Who or 
what was their saviour? The temple of 
modernity, God, or Nagi’s sheer grit and 
determination? Social progress, supernatural 
force,.or woman’s indomitable will to survive? 
The film leaves us with this question and ends 
with nagi sitting at Sita’s hill, having survived 
emotional and physical upheaval, with an 
emptiness she had not felt so far. 


What remains in mind is the sketching of 
INagi’s cheerful disposition in the face of all 


odds and her ‘maturation’ in the end; the 
unbridgeable gap between the family and the 
other villagers farming and singing in the 
distance; Krishna’s impromptu ‘creation’ of a 
musical instrument by arranging differently 
sized vessels under a leaking roof; the act of 
Duggappa being photographed by Krishna and 
its different meanings for the photographer, 
and the members of the family.... The film was 
shot on the Sharavati river in Malnad, and got 
the cameraman the National Award for Best 
cinematography that year. Water as a powerful 
or fearful element, not seen on the Indian 
screen since cameraman director Goutam 
Ghose’s Boatmen on the River Padma, is 
shown here in grandeur in all its myraid 
aspects. The narrative is ‘chapterised’ through 
a presentation of proverbs covering the 
different aspects of water and rain. 
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Heaainiac agrarian milieu in his films with authenticity 1s the forte c 
Girish Kasaravalli, one of the foremost sensitive directors of India. HI! 
eminence shines through his films and it could be discovered from h 
maiden film Ghatashraddha to Nayi Neralu/The Shadow of the De 
(Kannada), film of mythic resonance. The ttle rather sounds quaint but th 
core of the film suggests much. The Shadow of the Dog/Nayi Nerad 
(Kannada), marks a strong chapter in his film career in the sense the conter 


contains a hidden connotation and holds layers of meaning in its body. Th 
is the first time Girish has dared to smash the religious code to be found 3 
the lives of ordinary people, mainly women, tagged to religious faith, keg 
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ive for the service of religion. Revisiting the 
ilm, for me, is a challenge to enrich one’s 
nner reasoning about truth/untruth and 
aith/ unfaith that face the multitude in the 
grarian belt. In a specific definition, I do 
elieve, no pre-established rules govern the 
ork of the post-modern artist and he cannot 
e judged within the familiar set of categories. 
ew rules, new interpretation and new 
ategories are created; but post-modern art is 
o longer a text but an event. This praxis, I 
hink, seems to apply in Girish Kasaravalli’s 
ase. His artistry, ome assumes, can be 
issected and anatomized within the rational 
amework that looks at aesthetics, miseen- 
ene and narrative. In the process Girish 
latantly - defies prescribed formulaic canons 
r the sake of an image called “being and 
bilation” and for the sake of exchanging 
nergy with his audience. 


Girish Kasaravalli who does not mince 
atters remarks: “The film has no dog and no 
adow in The Shadow of the Dog/Nayi Neralu 
annada). The image is from the Mahabharata 
here Yudhishtira insists that he will not 
ter swarga without his faithful dog 
presenting the individual’s good and bad 
eeds in life.” To proceed with the slice of 
formation from the director, the viewers 
ould feel provoked to visit and revisit the 
Im and its mythic interpretation, carrying a 
eavy burden of meaning to be explored and 
bibed. Indeed, it is Adoor Gopalakrishnan 
d Mani Kaul who have hailed the film as 
eautifully crafting an unusual tale”. The 
adow of the Dog has won the Best Indian 
ilm Award at the International film festival 


menting our assumptions that Girish never 
s. 


The Shadow of the Dog is a pastoral film and 


compasses profiles of a big milieu in a village 


where ordinary people, women and men, with 
religious faith live and overlap in their 
understanding of a reality, superstition, 
orthodox view, governing their life span. It is 
said to have a difficult subject on the surface 
confronting a new globalized universe, 
chipping in from all around. In his profound 
way, Girish takes us to the complex ambience 
in a village relating to the history and myth 
inmates of the village carry with them. The 
story is shaped around three women. 
Bedridden Nagalakshmi gets a new lease of life 
when her son ‘returns’ home as Viswa, in a 
new birth, 22 years after his death. Daughter- 
in-law Venkatalakshmi is shocked by a boy as 
old as her daughter in the guise of a spouse. 
Daughter Rajalakshmi is flabbergasted and 
foxed by the blind faith of the old. She gets 
traumatized when the mother finally decides 
to cohabit with a young man who seems 
clairvoyant at times and a duffer for the rest. 
However, elements of freedom struggle spot 
the body of the film in a smart way and 
broach fuggy interior conflicts into the open. 
Grotesque tads find space in the fabric of the 
film, frilled by smells of woodlands, island 
waft. It is not difficult to find melting pot of 
emotion, mystic passion, complex osmosis of 
characters, women and men, old and young, 
straddling a world of faith and disbelief. 
Feeling of religious sham permeates the work. 
It is never left unquestioned. Rather we are 
planted before a moving conundrum. 


With camera eye capturing a_barber’s 
tonsuring the widow’s head at the opening 
shot and then widening the depth of field to 
allow the viewers to see for themselves staid 
ellipses. We follow her daily ritual, a routine as 
she pads in silence, hidden behind walls and 
trees. For the widow the only meek hope lies 
in her close rapport with her daughter Raji, 
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the sole rationalist operating in the orthodox 
milieu. Yes, there is a plot that Girish 
tactically has placed in the spotted space of the 
film, raising social perspectives of the members 
of a family split by faith and disbelief; rebirth 
and incarnation, credibility and obnubilation. 
Turbulence rocks this quiet pool when 
Viswa arrives and is presented to Venky as her 
husband. Going by the textual agency, there 
are hiccups among the members of the family 
run by religious code, except Raji, laid like 
bricks. Memories of past float back, strange 
instincts resurface and snowball into a greater 
initial shocks and 
cloud the 


the frustrated widow. 


confusion. As expected, 
surprises mar and mind of 
Venkatalakshmi, The 
sights do offer us to reckon with a fact that the 
mind’s first step is to distinguish what is true 
from what is false. In the process, the moment a 
thought reflects itself what it discovers at the 
outset is a contradiction. In such pouring 
stream of thoughts emerges the clarity of the 
work, here it is the film. 

Placing a woman in the focus, Girish 
evolves various styles of representations 
that pass through doubts and paradoxes. 
Venki looks like crossing us if knowing 
whether or not one can live without 
appeal and if that interests us. While 
scanning her character, I do not get out 
of my depth. A subtle idea grips us if 
the kind of aspect of life given to us, 
can we adapt ourselves to it? That 
Venky is in steam reality, nearly all 
created by her social ambience and 
obscure codes to follow even if hurts 
one or subdues one. In the context of 
the realism, presented in sequences, not 
always in array, I find certain kind of 
value judgment given way to factual 
judgment. But as Girish is Girish, he 
sutures layers of meaning and conflates 
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interplay of reality and dogma, imposition a 
acceptance of a premise, deconstructing a 
reconstructing meaning of meaning in lif 
Agrarian milieu grafted to hone compl 
theme of widowhood and social remarriag} 
through reincarnation ploy is just put to zi 
by sheer artistic treatment. The narratix 
breaks and reforms on its own to offer us 


continuity, time present and time past. 


However, the initial resistance a 

disbelief overlap —_undulatir 
Venkatalakshmi and pester her emotional par 
Imposed from mother-in-law, she melts arj 
prepares to embrace her new ‘fate’, with initia] 
Reali 
when faced, like water, finds its own level arq 
it is so with the bewildered widow, inspired ‘| 
re-live her new life as a happy couple, despite} 
huge age gap. It is needless to narrate the dige4 
to prolong the debate on the obtaining realit 
Here the people of the village marked by blir} 
faith, superstition and to-be-or-not-to-be questio | 


and issues, are portrayed with sense of urgen« 


CYISSCYOSS, 


trepidation and virgin innocence. 


and topicality. From the point of view of! 


assionate wife, made widow at an early age, 
he eventuality passage seems very bold where 
enky picks courage to live with Viswa in 
other island. Events twirl in such a way that 
t creates a suffocating situation that only zest 
or life could overcome. Though the end sees 
enky bereft again, transforming into an 
tranged, cheated wife. In such Noah’s ark, 
he only hope is the daughter Raji who makes 
studied psychological reading of the Venky’s 
ew life. Raji never representing a matriarchy 
yndrome finally tries to understand the 
bsurd social situation Venky is in and decides 
o be more rational and sympathetic with her 
other, as if, leading a mythic life of new 
irth. Finally, we are shown a ray of light 
ough the newborn girl Bharati, a name that 
choes hope and optimism. 

In many a way The Shadow of the Dog is an 
liptical film “‘ with mythic dimension. As 
ways, Girish Kasaravalli here too employs 
rands of imagination and dovetails it with 
asoning so that his film does not appear 
lusive or bang mystic. For the first time, 
irish has dared to transform S.L. Bhyrappa’s 
ovel Nayi Neralu when the author himself 
idn’t think much of it. It showcases resistance 
ffered to hidebound socio-cultural and 
ligious decrees in a very feudal system. 
tellectuals talk about subversion as a mode 
f protest. Says Girish: “The novelist 
uvempu once said that even a dullard can 
ol the wise with a simple trick. This sort of 
ing happens where you least expect it. The 
ast was not all acceptance and submissiveness. 
here was vigorous protest too. Only it was 
ffered in different paradigms, and by people 

u’d least expect to be radical.” 


In his debut film Ghatashraddha, young 


idow Yamunakka is shown as 


Pregnancy is 
covered by the orthodox Brahmins. In The 


Shaaow of the Dog, the widowed Venky gets 
pregnant, by a young man, believed to be her 
husband in a previous birth. She too has to be 
exiled for her ‘sin’. It is too strong to vie for 
similarity in social behaviour then and now. 
Girish draws us to the loopy irony! The entire 
village unquestioningly accepts Viswa as the 
reborn-son of Achchaniah and Nagalakshmi. 
But it is found no one will accept him as the 
husband of Venky, with her shaven head and 
widow’s weeds. Though initially repulsed 
when Achchaniah brings his ‘reborn’ son into 
his household, Venky subverts the blind faith 
of her society to achieve an innate need to 
break out of cruel customs. The very strong 
point of the film arrives when Venky, at the 
end, admits to her daughter that she’d never 
“believed in the ‘reincarnation’ idea.” 
According to Girish, the mother-in-law forces 
her to satisfy the boy by casting away her 
widow’s garb for normal wear. Her friend says 
it’s best to accept the rebirth miracle. 
Eventually, Venky’s slow compliance 
jeopardizes her social standing. She, like 
neither fish nor meat, now loses her image of 
wife as well as widow. 


With the progress of the film, one finds a 
rough cobweb enough confounding for Raji, 
the unbound rationalist. By instinct she 
represents the irrational elements in 
rationalism. An unbeliever before, she now 
insists on performing her father’s death rites to 
disparage her mother and the stranger 
masquerading as her father. In his treatment, 
Girish makes it clear that faced with a 
dilemma of property sharing after Venky 
becomes pregnant, Raji leaps to a sublime peak 
to duck-shove such material issue and looks as a 
Pronounced simulacrum of defiance. Her 
concern, as it emerges, relies on her mother’s 
unconditional love. It is love that finds mutual 
human bond in the name of poetic justice. It is a 
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kind of reality earlier not realized. Most often, 
women found in the films of Girish, do 
resemble women tackled by Robert Bresson, 
always incapacitated, thwarted, marginalized. 
But unlike Bresson’s women, Girish’s women 
do not terminate their life or end hard 
journey; they remain in quest for ways to 
survive and counter adverse forces, even when 
marooned in deserted island, blind alley and 
airless cocoon. 


According to Jean- Paul Sartre: the reality 
which one shows to the viewers/readers 
without “intermediacy” is no longer the thing 
itself, but the consciousness which sees the 
thing. The real is no only a 


representation or a reflection but rather the 


longer 


representation becomes “an absolute reality” 
since it offers us as an immediate datum. 
Raji 
inconvenient aspect of this procedure or 
pondering is that it hems us in an individual 
subjectivity. By the then 
curiously shows how it lacks the intermonadic 


Looking into space occupies, the 


same token it 


universe. It may sound complex, the 
microcosm of reality and myth as created in 
the fabric of the film confronting pricked 
characters, I feel, the work is given an 
intermediary signifying a reality which in 
psychological 


nothing can sound better. To say, it then 


core transcends osmosis, 


withdraws itself and is thrown into 


oblivion and seems to discharge 
“consciousness upon the subject”. In 
producing I psychic reality for mother and 
daughter, Girish brings into play the 
edges of steam convention, found in our 
society for lover centuries, a poetic 
transposition of the inner life. Instead of 
cheeky rhetoric, the introduction of 
poetic transposition enriches his film and 
makes it an object of superior 
interpretation. The movement of life in 
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the film is thus made enough credible, thoug 
raw, and acceptable. At least, I don’t find t 
treatment clever enough to disparage us. Hen 
lies the great art of the film and the metier 
Girish, the non-conformist artist. 


This is one film where a religious head liky 
Achchaniah appears more as a scientific perso 
rather than a moron. It may sound anomalor: 
but Achchaniah is presented as very balance 
character, coded _religior 
convention and public calumny. By showin} 
freaky grit, the father of the family prove 
stance of reasoning, born from within. Su 
natural insight is not unusual to find in a kin] 
of society we live and debate about. T] 
introduce 


over-riding 


such a critical character 
interpret the evasive elements found on th 
question of religious assumptions is definitel] 
a hard proposition but Girish seems to hax 
tackled it with a double force. It is his acid te4 
and he rides out brilliantly. Says Girish: “FY 
brought the boy home to console his aili 
wife. He 


accepts responsibility for th 


consequences of that first mistake and ensur' 
that Venky sets up a new home in a remo 
island with her husband.” The act is dari 


where religious conflicts loom supreme. 


It is amazing to learn from Girish that the 
novel is more clear-cut and focuses more on 
the boy’s previous birth. He has deviated quite 
a lot and has added ambiguities. Venky says 
that Viswa is like an animal, prompted by 
basic instincts. But in the courthouse, when a 
tribal girl is manipulated to accuse Viswa of 
rape, he accepts the charge because he doesn’t 
want her to be tortured by unpleasant 
questions. “I deliberately created a character 
who cannot be slotted as black or white”, 
Girish says. The application of reincarnation 
concept here comes as a mockery. Though in 
the original work of Bhyrapp a, the elements 
of bigotry over reincarnation are kept strong 
as a mark of orthodox faith on life and rebirth. 
None, till this day, could prove rebirth theory 
or reincarnation theory except floating views 
on the subject. Faith is one thing and hard 
reality is another. 


In the film whatever takes the uppermost 
berth is antinomy against this rebirth theory. 
At least, Girish and his scientific mind have 
filtered such courage through the making of 
the film and its intense treatment. And the 
boldest part of the tackling of the subject 
relates to a woman. She is Venky, a 
counterpoint to Nagalakshmi. Venky is a 
metonym of women’s empowerment, if not 
intrepid feminism. The most difficult and 
icklish part is handling Venky, given her 
intricate social and religious surroundings, 
here she looks like being used by both 
rthodox matriarchy and patriarchy. 


In the Rigveda we come across texts that 
peak of life of freedom and strength lived by 

and women as equal partners in the great 
ask of home and nation building. It is claimed 
he same opus that then only is a man perfect 
hen he consists of three persons united, his 
ife, himself and his son/ child, male or female. 
he Vedas further reveal: nowhere in all the 


hymns is there even the faintest suggestion of 
the existence of any seclusion of women or of 
child marriage. The image of woman, the 
Vedas proclaim, is pillar of strength; she is the 
preserver of the universe. It is not only about a 
distraught woman with problems of 
fundamental to us all, it is about a high-strung, 
high-caste family caught in a situation that is 
absolute to Hinduism, which is one of the 
hardest of all religions for outsiders to follow. 


In the process of peeling off the layers of 
life Venky lives, becomes a motif of 
controversy. The interplay of the cultivated 
situation Venky occupies, due to her mother- 
in law’s religious obsession and rebirth enigma, 
is somewhat too sticky and inflammable. That 
what happens in created space is something 
Venky is not responsible for. Incidentally, it is 
imposed on her will and body +image. 
Repulsive at first, Venki shifts her position 
from within fully realizing that her young 
husband is not a product of rebirth. The rebirth 
issue which is rigidly understood by her in- 
laws is not acceptable to Venky. She makes a 
squeak of protest and then mellows down with 
an understanding that here is a chance for her to 
kick-start her shadowed, truncated life afresh. But 
her vibes is kept hidden. Neither we know it 
ull reaching the coda marked by a rare 
revelation of actual truth, a reality stranger 
than fiction. To understand the liminal 
situation, I may refer yo to what Irigary, the 
eminent feminist scholar, says in this regard. 
According to her woman has been represented 
in philosophy merely as “a represented other” 
to man. The proverbial and real woman serves 
as man’s unconscious and hence does not have 
any unconscious as she is the unconscious. Such 
premise is a fallacy. It is this hierarchy, Irigaray 
says, which needs deconstruction. 
Intelligently, she applies a double mimetic 
strategy in various ways and different texts in 
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order to engage in inter-textual discourse with 
different interpretation. We have some 
resemblance here between Irigaray, the writer, 
and Venky, the protagonist of the film. 
Venky, like Irigaray, attempts to displace the 
privilege bestowed upon masculine metaphors 
and structures in the movement of the film 
text. By doing so she comes to take up the 
position of the other as the patriarchy assigns to 
woman/feminine and applies it in order to 
reflect a distorted and disruptive image of the 
subject. While taking a deep peep into the 
interior thinking of Venky and her surftce 
postures, we are face to face with a truth 
through which we find how Venky re- 
discovers a possible space for the mute 
feminine imaginary. As she attempts to barrel 
through the masculine imaginary conduit to 
interpret the way in which she has been 
reduced to frozen silence. 


It is interesting to note here that once this 
could be achieved, a new symbolic order could 
emerge for woman trapped in the cobweb. 
Irigaray, so much concerned with women’s 
individuality and freedom strongly argues that 
Lacan’s notion of desire does not permit for 
any positive relation between the two sexes. 
However, Irigaray thinks desire does not ensue 
from Lacan’s lack of perception. As found in 
woman like Venky, Irigaray considers desire as 
“the residue”, “the between” or “dynamic 
force”, a wonder as “angels”. My point is while 
bringing such analogy into play to match the 
film’s interior movement about venky and 
parallel characters, 1 could call such desire a 
phase of liberation, a freedom. According to 
Irigaray, when a woman dares to speak out, 
woman retouches__ herself —_ constantly. 
Simultaneously, in the process, she happens to 
split from herself some chatter, an exclamation, a 
half secret, a sentence left in suspense when she 
pedals back to it. And when she does it, it is 
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only to set out from another point of pleas 
or pain. Thus one must listen, as does Venki t 
daughter, to her differently in order to hear a 
“other meaning” which is constantly in 
process of wearing itself, at the same ti 
ceaselessly embracing new reality, fresh poi 
of-view and yet freezing them off to ave 
something fIxed and immobilized. The film 
Girish is notably about such complex realit 
position and antinomy to what otherwi 
looks probable. It is the simulacrum 
woman, here it is Venky and her daughte 
understanding each other under flexible an 
plastic emotion, that provides the film a nelso 
touch. 


All women characters of Girish such 
Yamunakka, Geeta, Thayi, Nagi, Hasina 
Venky and Raji, under mysterious sock 
manipulation and patriarchal dominatio 
prepare themselves to confront, flght 
survive on tension. They look beyond 
dream. In fact, these women characters, m 
of odd fibers, negate Lacan’s propagated theo 
of the phallocentric symbolic order and they 1 
the sense of feminine have access to languag 
And in the process they challenge patriarch 
order that represses women whose meaning 
beyond language and subjectivity. According 
Kristeva, another feminist scholar, women 
not refer to writings by women. Her mu 
thought-out theory of subjectivity is based on 
effect of language which has feminine 
masculine aspects. Girish, like Kristeve 
launches a standpoint to locate the negativity a 
refusal to the marginal women in order t 
hamstring the phallocentric order that define 
woman as marginal in the essential reality 
Definitely, while making the film Girish hz 
not followed what Kristeva has discovered 1 
her thesis. It is true there are feminine forms « 
signification which cannot be contained by t 
rational thetic structure of the symbolic orde 


t is said these significations though relegated to the 


margins of discourse constantly threaten the 
reedom, sovereignty of the symbolic code that 
reats these feminine modes of signification as 
emiotic. It is interesting to note that when I enter 
he social milieu that Venky lives and her complex 
ocial situation and value contradiction marred by 
aboos, we overcome what Lacan emotionally calls 
metonymy of desire’. The lateral movement 
reated in the film, however, places a complicated 
ynamic namely the metaphor of love which seems 
0 be at work and which surpasses the mirror stage 
nd desire. They express such mirror stage and desire 
eed transparency of course. This is nothing but the 
re-oedipal process said to be associated with the 
aaternal function which, strangely, both Freud and 
amcan have ignored and which opens up a 
ossibility for treating psychosis which was 
breclosed by Lacanian interpretation. Naturally, I 
ave broached such theoretical analysis to support 
ne kind of view and perceptions reflected in the t 
rogression of the complex film, 


Besides, this critic feels that the particular 
ifficulty of films lies in the mobility, the number 
nd complexity of the elements which compose it, 
nd the consequent variety of interpretations which 
he same work may generate. Where some general 
breement may in theory be possible over the way 


meaning is conveyed, the empirical 
operation of the medium and how it 
works, affects, the aesthetic evaluation 1s 
bound to be more controversial. Say, if a 
work or for that matter a film is only 
finally completed, its | meanings 
established, at the moment of viewing, 
when the filmmaker/auteur, text and 
audience particular 
moment of social, cultural and personal 
history, there can never be possibly a 
final verdict on the film or the work of 
art. It may be mentioned, films mean 
different things to different people and to 
the same people/observer/receiver in 


different situations and crossroads and at 


converge on a 


momentous times. While making the 


films and presenting them to his 
audience/the receivers, Girish makes a 
sure note that he observes the aesthetic 
rules that govern the art of his films. In 
such mirror-phase, as a director, Girish 
strives his utmost to follow the canons 
and transcend his 


films beyond a 


particular time. 


I would again prefer to pose the 
question of family and community in the 
films of Girish. The films Girish has so 
far made, I believe, present the elements of 
family and community, if uneven and 
rugged or supplanting. Family and 
community are the essential props and 
reasons for social survival both for men 
and women. The catch is that inequity is 
injected into the poise of living by male 
domination, a very conventional code 
that women are subjected to accede, 
While I would prefer to raise primal 
repression and the pre-linguistic Stage in 
the life of . 


feminine 


women 


psyche, | 


as subaltern, in 
understand, the 
language possessed by women erupts in 
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their reactions 
mysterious 
repressive forces at 


superstitious 


which indeed splinter 
Thus I see how the 

work in lowdown, 
society prompt a quest for 
narratives that attempt to narrow the gaps in 
the fragmented images of the women/feminine in 
the patriarchal gaze. Yamunakka, Geeta, Nagi, 
Hasina and Venky in particular strive with 
possible strength of their own to become a 
part of the society when its figureheads 
threaten to ostracize them for no reasons. The 
Shadow of the Dog, the film under scrutiny, 
provides the necessary molecules to go for 
minute details leading to more distribution of 
discussion and intense debate. As the film 
stands, we find, though faintly, the demolition 
of staged existential living and re-structuring of a 
new, of course, to 10 small maybe, society seen 
through the survival of Venky. Only catalyst is 
her own daughter Raji who finally comes to 
terms with the truths her unlettered mother 
reveals with hidden intellection. This is pure 
purging of cinematic form and immediacy of art 
of the truth, And I think after what I say the 
deconstruction mode is over and the film stays 


useful and 


silence. 


on its own; strong, dynamic, 
paradigmatic. 


About the dichotomy of religious inter-play, 
Girish seems more focussed. He seldom 
manipulates slices of vignettes but only 
portrays it with plausible keenness. Says he: 
“The film is not about widowhood, but about 
faith. Traditional rural societies did protest 
and subvert situations to their advantage. See 
how Venky achieves her ends.” The film is 
said to have used stylized motifs from Satyavati 
and Brindavan myths to match the very 
content of the film in its complex web. 
According to Girish: “The way the t- mother 
brings Venky out to meet the ‘groom’ is 
marriage f rituals in reverse order. Instead of 
going forward in saptapadi, she backtracks. 
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Viswa’s attraction to the tribal girl on the bo 
is a take off on the Santanu-Parashar, 
Satyavati tangle.” He has also acknowledg 
that there is mention of Harischand 
anecdote where the Dalit of women ask t 
king why he fears their touch after his ey 
and ears have feasted on their music and dan 
“In the film’s orthodox milieu, touch pollut 
sensuality is feared”, Girish maintains. 


What is great about Girish is his style « 
fllmmaking and faith. His cinematic fidelity fc 
artistic realism and aesthetic sensibility 
beyond question. He nearly follows Satyaj 
Ray who believed in “plot”. On presenti 
stories in cinema the great Ray said: “I like 1 
present my stories without making any 
of bombastic propaganda statements. They’ 
stories first and foremost, they’re tales, shz 
we say. I believe in plot. Because, India has 
great tradition of stories. And it makes for 
kind of orderliness which helps an audien 
which is not used to intellectual subtleti 
And yet it affords you to be subtle in oth 
things”. I quote Ray with a valid cause beca 
Girish, as I could understand him and his fi 
with insights of my own, literally translates tl 
maestro’s passion into his own works and wi 
unaltered panache. The 
marking his films make me call him the mc 
conscious artist who ever lives and in this fi 
he means to show us the subservient status 
women. In his films women remain illiter 
and locked into the vestiges of the caste syst 
Yamunakka, Nagi, Hasina and Venky 
legible instances. I need to mention that Giri 
seems to have realized the degree to which - 
shows a deep-seated distrust of Indian men 
equally deep trust in the selflessness of women. 


Besides, the narrative in the work 
Girish used in such a way that it enhances t 
rich texture of mise-en-scene and the events 


shining feat 


e story are handled to fund out a lofty 
imension to the layers of occurrences and 
plenish them with kinetic energy, innovative 
mergy and art of the exuberance. To be up- 
ont, I find his films where multiple subplots 
termingle in a strongly woven narrative, 
rone to disintegrate any time. The structured 
egance and the kinetic movement do not offer 
er scope to his audience to savvy what is 
ely to happen next. The better part of films 
irish has made seems to be making the 
iewing a profoundly engaging experience. In 
is context, I can mention with zest that 
ways Girish, as an artist, prefers to end his 
ories/films with an open door on an anxious 
ote. Also look at his disordered setting in 
hich his protagonists feel best which also 
pears as fragile space, not fortified. They may 
cur again in the open air, smells of rural soils, 
een islands, meandering water-bodies, rough 
grass-lands or dark forestry. His film 
bience seems to suggest that Girish loves to 
e surrounded with the elements he likes to 
ork with. The Intense cinematic interest in 
e human body, which often finds expression 

close exploration of nudity, sex and 
olence, is not present in Girish. His films 
ve typical Indianness explored with 
levance, authenticity and urgency of art. The 
mplexity of sequences remains somehow 
conspicuous, evading parallels to the 
mtemplative feel of his contemporary 
mmakers who sink into wistful magic 
alism. In addition, I must mention that no 
tentional, baroque stylization is felt here due 
the dynamic motion and the multiple layers 
Occurrences that make Girish’s tableaux 


brant and eventful rather than static or 
lemn. 


What makes The Shadow of the Dog so 
tense is the control that Girish exercises on 
material. He never allows his tense scenes 


to degenerate into melodrama. His raw 
lyricism is kept intact in the film despite the 
story branching into splinters. He looks at life 
with kindly and indulgent eyes. But he makes us 
see much more than we think possible on the 
present Indian screen. I would also stress that 
there is nothing glib in the film, playing with 
time and historicity, religious codes and taboos. 
There is nothing patchy, to be candid. 
Nothing spills over the edges. Everything, I 
feel, is vivid and in focus. The images, though 
very raw because of grim reality, speak and we 
listen with our eyes. They say so much we can 
hardly bear it. The Shadow of the Dog not only 
shows the bones but also the heart of its life. 
Natural rhythms and moods are kept with 
aesthetic nuances. And I find every face, every 
gesture, every shadow in the fields and village 
that adds something to the meaning like an 
undertone. 


While reaching the end part of my critical 
discourse, I feel like mentioning the usage of 
kinetic images in his cinema. I must 
acknowledge the fact that multiple images 
structured and spliced in the body of his work, 
bear special meaning and _ connotation. 
According to Girish, “if the image is just a 
particular image or a solid one, the reality 
constructed by the film becomes false”, He 
says: “One should look for an image that 
should be true to the times and should have 
the power to go beyond.” The search, he 
admits, for such an image is a very difficult 
task. His notion that a creative director 
converts a technique into an idiom is so close 
to truth. Though the kind of images we find in 
Bresson, Tarkovsky and Angelopoulos are not 
made into a mimetic imitation in his films. 
Images, whatever their force or power, not 
only come to fill the screen but also replenish 
and represent words sketched through silence. 
This is a great quality of Girish. 
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In my opinion The Shadow of the Dog/Nayi 
Neralu is a benchmark in the contemporary 
cinema in India. Dealing with themes and issue 
confronting women down the agrarian borders 
is a much more difficult job. And it is much 
more implausible to keep the poise of 
authenticity against the backdrop of mongrel 
reality. | find Venky as an antithesis to what 
the Laws Manu (200 B.C-200 A.D) says: The 
edicts of Manu against women are alarming 
and denigrating. According to The Laws of 
Manu: The restrictions of women’s freedom 
are imposed which articulate the women’s 
position solely in relation to her male 
relatives: first her father, then her husband and 
finally her sons. Manu groups women with 
shudras as those to whom education is denied. 
Women as wives were not allowed access to 
education and fine arts. They were only to be 
slaves to men, and had the sole purpose of 
procreation and catering to the needs of the 
husband and his family. Venky is one woman 
character Girish has depicted who defies 
Manu’s edict which says as disgraced wife “after 
death enters the womb of a jackal” and is 
tormented by the punishment of her “sin”. 


After seeing the film Mrina Sen has to 
this critic: “The film stands on its meri 
Perhaps I would have preferred shortening tk 
length but for that matter I can’t ignore i 
total impact. It’s a difficult attempt, a diffi 
film”. 

Martial Knaebel, the Director of Fribou 
International Film Festival (FIFF), Switzerla 
has hailed the film thus: “I have found the fil 
equally interesting, though complex at seve 
points, but it never loses its tension”. 


It is true that Girish has wanted to sugg 
“the awakening of villages” through his wo 
Whatever it is, The Shadow of the Dog/Ni 
Neralu is a film of reflective journey into ; 
agrarian realm and never for a moment sh 
its serious tone. The film is a grim chronicle 
a way of life prone to extinction. And Giri 
gives the action the distilled, meditatr 
expressiveness that he alone of all pres 
directors seems able to give. The film in t 
final analysis stands out as a metaphor / 
stymied and traumatic survival in dislocat 
social system. 


As always wonderful casting who did their job so fine... the best is the 
grave digger’s wife but all of them were good I must say... 


I was quiet zapped with the movement of the narrative, back and forth to 
mark time, memory, reality, dream and now; and fascinated by the way 
it worded on the real time (rather the times, as there is another real time 
and imagined time within the narrative) of the narrative in relation to 
the film time... and with a death and dead body and the grave digger. 
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Prasanna Ramaswamy 
(about ‘Kanasembo Kudureyaneri)) 


Secrets of Kasaravallt’s 

Signification in 

Kanasembo Kudureyaneri 
n Paadip Binuas 


new benchmark has been set by Girish Kasaravalli, 
A« director of Riding the Stallion of Dreams/ 

anasembo Kudureyaneri (2010), winner of the best 
film (Kannada) and best screenplay at the National Award 
this year The noticeable aspect of his journey in cinema is 
that this is the first time Girish has taken almost an 
innovative bash in making a film based on pastoral myths and 
dreams of a marginalized bloke, a grave-digger caught in a 
tension of survival marked by quaint metaphors. This is a 
film where the film-text is found in plurality having layers of 
many meanings, both real and fictive. This critic could 
discover in Opposition to the notion of film work, a 
traditional notion that has long been and still is thought of in 
what might be called Newtonian fashion, where now arises a 
need for new object, “one obtained by displacement or 
overturning of staid categories” as Roland Barthes hinted. In 
brief, Riding the Stallion of Dreams is absolutely fresh, 
original and a maverick work that allows cinephiles a space to 
deconstruct and reach an evasive conclusion. 
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In its structure, Girish seems to have 
gone beyond the terminal point to probe a 
reality blended finely with bizarre faith 
and myths, found rooted in the soils of 
certain part of Karnataka. There is a subtle 
hint of epistemic mutations. And in its 
crucible grows the text of the film. The 
change, it may be mentioned, affecting the 
notion of the artwork does not obviously 
spring from the internal renewal of each 
of seventh muse but proceeds from its 
encounter at the level of an object/subject 
that naively rests on none of them. This 
uniqueness makes the film a wonder in 
ruins of poverty. And this trait gives the 
director a permanent position to fly 
further on to another wonder of 
unappeased hunger. 


Pushed by a robust poetic idea, Girish 
seems to have forked the film into some 
segments which alternately present reality 
as seen by Irya the village gravedigger and 
his wife Rudri and reality as seen by the 
son Shivanna and the daughter-in-law 
Hema of the recently deceased village 
elder (among other elites). Survival of Irya 
clan amazingly banks on _ unfazed 
“dreams” predicting deaths that require 
graves to bury them. Such faith in 
dreaming has so far carried forward 
Irya’s keeping pace with pitiful time. 
This is one film that pitches us into class 
system along with caste conflicts. The 
deep-seated interior turmoil marks the 
Riding the Stallion of Dreams an object 
of metaphorical study and opens a 
window to manifest ironies. The typical 
myth that prompts Irya to walk on thin 
ice often turns precarious and 
despairing. Because, Irya’s walking to 
and back from the pristine corridors of 
the elder’s house, reflecting feudal 
character, are kept contrasted with the 
dilapidated interiors and surface look of 
Irya’s home and circular ambience. 
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The film is further taken to focus on Shivans 
and Hema seen trapped inside the claustrophoby 
villa, which is suffused with the stench of tl 
rotting corpse of the village elders and their mor 
decay, while the gravedigger and his wife are se 
in pathetic remote shots encompassing the wi 
open spaces and green and yellow pastures of t] 
village. Both dignity and frailty seem captured 
twilight frames, providing us multiple senses ax 
meanings. There is no need to chase a plot 
story here as the breadth of the film is filled 
myths, dreams and its resultant outcomes, oft 
subversive and cruel. It seems hard to find relief 
the running of the film that has equivod 
undertones. That the poverty and cle 
exploitation are rampant is subtly grafted waj 
masterly touch. 


A certain power, as it is visible, is invest 
with Irya. He has a vision of rare kind; he cou 
chance upon a fancy, a dream, an illusion. 
movement carries a magic realism, as if he c 
foresee events before it happens. When he se 
Siddha, his master and messenger of death, , 
metonymic figurehead, in his dream, he belies 
that the ailing septuagenarian Gowda of the 
House is dead and so prepares a grave for the de 
man as the past guides him to do. Incidental 


rya is confused and struck with self-doubt 
hen the caretaker of the Big House belies 
im saying there is no death in the house. For 
he first time Irya is thrown into self- 
onfusion since his structured dream misleads 
im to non-event. He can’t believe his dream 
ould go wrong. So a sense of relativity in 
lacing dream melting into fiasco is projected 
the process. 

The way Girish dovetails myth, dream 
d reality in the film is worth admiration 
d critical eulogy. Strange manners are 
oven to visualize what is ahead of us. We are 
iven an inkling to imbibe that the film 
ecounts the story of the Senior Gowda’s 
eath from the viewpoints of the caretaker. 
orresponding slice of image, however, 
efines that the Gowda is dead, but the 
aretaker has his own reasons mixed with 
usion to hide it. This monad happens to run 
hrough the film till the end. And the villagers 
re shown to ignorantly believe the caretaker 
ore than the poor gravedigger. Creating 
ultiple images like in Last Year at 
arienbad by Resnais emerges as special forte 
f Girish where he could pull and repel his 
lewers with equal force and poise. On the 
sue of images in cinema, Girish says: “If the 
age is just a particular image or solid one, 
e reality constructed by the film becomes 
se. One should look for an image that 
ould be true to the times and should also 
ave power to go beyond”. Besides, for him 
image is not a mere detail” but “it becomes a 
ritique of the truth or the existing reality of 
e times”. 


cropper. In the process, thrown into skewed 
tuations Irya and his wife look frustrated 
ith dark impulse. Some sort of disillusionment 


grips the clipped couple making them an 
object of huge pity. They are led to wonder 
how all of a sudden their power of dreams 
ceases to act. Probably, in such context of 
film-text we are offered a caveat what if all 
dreams fail us! What would happen without 
dreams their life, to our life! A  solipsistic 
turning makes the whole affair/context a 
controversial edifice behind which the tale of 
Siddha myth vibrated so long. Thus Siddha 
myth is turned into a vision that may serve or 
fail. No, Girish has never tried to split this 
myth to enable us to reach a conclusion 
having a particular image or meaning. 


In this context, this critic wants to turn 
his look to what Levi-Strauss says in The Raw 
and Cooked. According to him: “In effect the 
study of myths poses a methodological 
problem by the fact it cannot conform to the 
Cartesian principle of diving the difficulty 
into as many parts as are necessary to resolve 
it.” In fact, there exists no veritable end or 
term to mythical analysis, no secret unity 
which could be grasped at the end of the work 
of composition. “The themes duplicate 
themselves to infinity”, Levy-Srauss noted. I 
take courage to make a parallel to what Girish 
has sincerely done the same as predicted by 
Levy-Strauss. In following the frames and 
images strewn in Riding the Stallion of 
Dreams, we could learn how the unity of the 
myth is only tendential and projective. Does 
Girish by using myth reflect a state or a 
moment of the myth? This much can be said 
that an imaginary phenomenon implied by 
the endeavour to interpret, its role is to give a 
“synthetics form to the myth” and to impede 
its dissolution into confusion of contraries. 
Siddha myth is an illustration of the paradigm. 

_ On flipping to lugubrious feudal enclosure 
Girish reveals how predictable is the end. 
Now take the case of the death of the 
patriarch, whose body has to be forced to a 
sitting position and whom his son will be 
taking over from. In recreating this 
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atmosphere inside the house, we are given a 
hint of doom for Shivanna and co. In contrast, 
while it’s Rudri who takes upon herself to 
reconstruct her husband’s life in a choice 
format, not to split for specific meaning but 
sign. It is interesting to note that at a certain 
point of time and cosmic moments, the old 
man’s death helps affirm Irya’s dream while it 
would shatter Shivanna and others alike. In 
such a critical moment of undulation, it is a 
blind faith in God and religion that serve to 
perpetuate status quo. Filmmaking device to 
tweak mise en scéne - for a change of mood 
and chronotope demonstrate the strong grip 
of the director on the going. Simultaneously, 
like in feudalistic system, an unmitigated tug 
of war ensues as it is conventionally expected. 


To make it transpire, the director handles 
no manipulation to fructify the untold inter- 
battle in the family, pulled by the greed of 
wealth and cash cow. The bigger issue comes 
to strike inmates whether to sell the landed 
property for facilitating industrialization or 
not. So in a strange way, the dubiety of minds 
of the feudal class spills out. Incidentally, the 
inherent antithesis comes to surface and pricks 
the balloon of fanciful ideas and structured 
anticipation in Riding the Stallion of Dreams 
ruthlessly. A pointed truth, maybe relative, is 
brought into focus without cutting corners. 


In this regard, it would be rewarding to 
talk about the use of myth, which in turn, 
means a certain type of story. Or abstracted! 
Here we have Siddha myth. In the depth of 
this myth lies the pulse of Irya, the proverbial 
gravedigger. In other words, it is a thin story 
in which the central characters are gods or 
other beings larger in power than humanity. 
Furthermore, it embraces the typical aesthetic 
characteristics of the movement with its use of 
a traditional, downbeat soundtrack, its 
penchant for naturalism and, particularly, 
darkness and its employment of sound. But 
more importantly what it raises is: is a social 
change marked by optimistic belief of the age 
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possible!!! However, unlike its predecesso 
Kasaravalli’s film is unwilling to overlook t 
human elements comprising the class struggl 
Indeed, this is where the script’s Arriaga-li 
structure is realized with panache. 


It is said Kasaravalli provides us almo 
exactly one half of the truth in each segme 
leaving it to the subsequent or precedi 
segment to complement it. I would rath 
preponderate the statement and extend i 
rippling circle widening, and widening to 
sightless region. Instantly come upon us t 
showers of innumerable atoms bringing in i 
wake Joycean felicity of expressions. We a 
given the wings of poetry to travel throu 
“streams of consciousness”. Splicing imag 
and long strip of silence we are transported 1 
a realm of self-introspection and we accrue < 
experience of the third kind. It is not easy 1 
unplug the core of the poetic essence of th 
hard-edged film, manifesting cruel times 
Where lies the bug for the living of tk 
marginalized! Seldom we want to confro 
such reality with rough edges. But in this fil 
Girish places many divergent angles 
contours where a quotidian shot from 
particular level finds its corresponding reve 
pictures in the filmic progression. There is 
strophe to make us realize that each of th 
couples in the story wants to lead a bett 
more dignified life, as defined by their socx 
classes, low living and obtained values. We 
tempted with a fancy to look at the flipside 
the story of feudal vestiges cocooned in tl 
distraught, grimy existentialism. 

The way the physical reality is captur 
with eloquent silence makes the creatt) 
flourish more compelling. Nothing is left 
the proverbial fate even though tl 
protagonist and his wife pass through ph 
that seem mysterious, mythic but prou 
earthy. There is existential as well as soci 
dilemma the combined strength of whic 
steels their actions and movements. Thus t 
images of the couple lift them and us from t! 


pparent cobwebby speculation as to if life is 

abstraction. In the mode is mooted the 
lass conflict and class structure filtered 
hrough images of Irya and Rudri. Smart but 
ash changing mood at the end specifies the 
haracteristic alchemy to fortify the film in all 
ts combinations. The film seems to have lived 
ts life from one realm to another strophe as it 
s a thing that submits itself to one kind of 
erception in ome transgressive time to 
nother kind of perception of another time- 
indow, as it exerts in each era a different 
ind of power. In my mind, this mode makes 
t a thing we probably could never wholly 
derstand, other things too, though it may 
elp to make it that, the mastery, the 
nreachable part of the work, is one of its 
esthetic elements. While re-reading the film I 
ay add that as for the origin of ideas, we 
hould remember that an idea is a stimulation 
f a response to a situation, a reality and so 
00 is modification of an existing idea. 


Besides, look at the manner in which 
irish, a very alert filmmaker, a citizen of 
ultural universe, makes a staunch dig at the 
ux of hurried corporatization of land and 
ded property in the name advanced 
echnology and economic progress. On one 
ide is the perennial struggle of the 
arginalized like Irya and Rudri to keep their 
eck above water, on the other is the invasion 
f corporate culture, bent on uprooting the 
easantry and working class. Corporate 
ulture is metonymic of human devastation in 


S$ to survive”. Irya appears as a naive 
Presentative of such ethos where pedagogy 
an anathema. Reasoning to the contrary is a 
ud. In its uneven and rugged surface and 


beneath its realist exterior, it just makes work 
appear as subliminal appeal. ~s 

After a long time, in a Film of Girish we 
meet a male representative since Tabarana 
Kathe. Women filled the film space in films 
prior to Riding the Stallion of Dreams. It is a 
mature departure from many angles. It is said 
the characters in Kasaravalli’s films are “not 
class abstractions or oversimplified monsters 
and victims.” We have good reasons to defy 
such stand and comment. In all fairness, it can 
be said that in all the films made in a decade, 
community life is more specific; and this 
community life shows social sensibility in 
usual manner, never for a moment overdrawn 
and over-sketched. Says Girish: “Cinema is 
basically a medium which generates meaning 
from experience from meaning. In other 
words, I keep saying things concretely but 
constantly yearn for the abstract”. In his 
creative works, I, for one, don’t see any 
peripetia or an imposed node or arbitrary 
choice to swindle his viewers. This is a kind of 
artistic honesty that keeps his films ever 
contemporary, very topical and relevant. 


Denouement of Riding the Stallion of 
Dreams is simply brilliant. After what occurs 
in insightful journey of myth and dreams, Irya 
and Rudri are made stalker in empty depth of 
field with a ball of thread in hand. Then we 
are shown a mythical figure unplugging the 
ball of magical thread, creating an illusory 
distance till three characters dot and freeze. It 
is not necessary to dissect the last shot to tear 
into its solid meaning; neither it is desirable to 
peg it down to one singular view. This is there 
as a consequence of what has gone in earlier 
frames. For in a work of art or film there is 
always something very much irreducible. The 
film under scrutiny is definitely so. Let the 
film-buffs watch the film and persistently 
debate if the “Centre is not the centre” 


, as 
Derrida quizzed once. 


For me, this, is the most poetic film 


marked by humanism where Girish seems to 
be whistling in the dark! And that is great. @ 
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GIRISH 
KASARAVALLI 
INTERVIEWED 


by N-Mému Chabravarthy 


NMC:You are a great representative of what we call ‘New Wave’ in 
Kannada Cinema. There are many things behind the concept of ‘New 
Wave’. This is not the kind of ‘New Wave’ brought about by French 
Cinema at the international level. But this is Kannada’s ‘New Wave’ 
that is quite close to European Cinema’s Neo-realism. This can be 
extended further, and in a broad sense it could be said that this is a form 
that was influenced by our own Satyajit Ray and Italy’s Vittorio Desica. 
There is a great tradition behind you. I want to ask you with special 
reference to ‘Ghatashraddha’ which you made about thirty years ago: 
today, how do you characterise the time when your creativity unfolded. 


Looking back, what do you think of the modes of expression prevailing 
then. 


GK: The manner in which you have characterised the history of this form 
is apt. In the Indian context, what we call the ‘New Wave’ in the 
history of cinema is very different from the one in, say, theatre. The 
main streak of ‘New Wave’ in Indian Cinema could be found in Satyajit 
Ray’s films. The others came as extensions of this or as reactions to it. 
So the Indian ‘New Wave’ is a tradition which revolves round Satyajit 
Ray. Directors like Mani Kaul, Kumar Sahani found their ways of 
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expression in opposition to Ray’s style. 
Kannada’s ‘New Wave’ can be seen as an 
extension of Ray’s legacy. A major 
problem cropped up at that juncture. With 
the exception of the films of 
Lakshminarayana and M.V.Krishnaswamy, 
till then, no Kannada film had drawn 
inspiration from the Bengali tradition or 
Italy’s neo-realism. There were styles that 
sprouted here. ‘New Wave’ created a huge 
gap between these. 


Rejecting the older modes of making films 
entirely and accepting Ray as an archetype, 
and in other cases as a response to his style, 
the Kannada directors started searching for 
their own style. Today, when I look back, 
I feel this was a great strength as well as a 
problem. Kannada Cinema, which had, till 
then, grasped the narration only at an 
emotional plane, was shown a different 
path by ‘New Wave’. The pioneers of 
‘New Wave’ had the background of 
literature and hence they brought in the 
good elements of what was popular in 
Kannada literature of those days. For 
example, if one looks at the plot, instead of 
approaching it only from an emotional 
plane, they tried to capture the social, 
political, spiritual contradictions, dualities 
and differences, and to go to the origin of 
these. In effect, the film went beyond the 
story and extended itself even outside it. 
Therefore the directors began looking at a 
story by placing it in a social context. 
‘Samskara’ and ‘Chomana Dudi’ are not 
just about Praneshacharya’s problems or 
Choma’s suffering but are symbols of the 
complexities that are present in the 
societies in which they live. This ushered 
in Kannada’s ‘New Wave’. I feel this is a 
great contribution to Kannada. The style 
may have come from outside but the vision 
or the perspective was born completely in 
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our own land. However, there is also | 
small defect: if the entire genre had com; 
from within the film industry it woul 
have grown much stronger. Unfortunatel} 
Kannada’s ‘New Wave’ had to come fron 
outside. By outside I mean outside thi 
Kannada film industry and not outsidi 
Kannada culture. 


NMC: You mean to say that they came fror 
outside the rules of the cinema market. 


GK: The directors and technicians came fron 
outside. Also, the idiom they chose cam 
from elsewhere. This appears to me as 
lacuna only to the extent that it created 
chasm, and not in any other sense. 


NMC: Please speak a few words about tH 
time when ‘Ghatashraddha’ was made. 


GK: By the time I made ‘Ghatashraddha’ 
small tradition of filmmaking had begun 1 
Kannada. By then, two works of gre: 
significance to the Kannada scene he 
arrived - U.R.Ananthamurthy, 
‘Samskara’ directed by Pattabhi Rani 
Reddy and Shivarama Karanth’s ‘Chomar 
Dudu’ directed by B.V.Karanth. 


NMC: You had worked as an_assista1 
director in ‘Chomana Dudi’ 


GK: Yes. Two major films had been made 
Kannada. Apart from these, there wi 
‘Kaadu’ based on Alanahalli Krishne 
novel that was directed by Girish Karn 
and ‘Vamsha_ Vriksha’ based 
S.L.Bhayrappa’s novel. That is why I sail 
small tradition had already taken bi 
Without stopping here I go back further 


‘School Master’, ‘Premada Put 
Lakshminarayana’s fi 
M.V.Krishnaswamy’s films. It was throu 
these films that this tradition 


rejuvenated. It got a shot in the arm. All 
a sudden these films went a step above 


rest. Secondly, I had academic training 
from the Film and Telivision Institute, 
Pune. Having watched the world’s greatest 
films I had observed the method of making 
a film through the use of the language of 
cinema itself and had even admired it. I set 
out to do films by making use of all these. 
There was this kind of a lacuna in Kannada 
films made till then. We cannot say that 
this was a shortcoming born entirely from 
the medium of cinema. It may be in the 
making or in the structure. One could see 
that somewhere the director had no grip 
over the entire structure. It was strong here 
and there but not entirely. 


NMC: The grammar of the language of 


cinema had not been mastered. 


GK: It was not visible in those works. It is in 
such a situation that I took up 
U.R.Ananthamurthy’s — ‘Ghatashraddha’. 
While I was still studying in FTI, Pune I 
had decided to choose ‘Ghatashraddha’. 
The story has a great quality: from the 
point of view of lyricism it is a beautiful 
story. It is a story that entirely lends itself 
to cinema. I repeatedly keep saying that a 
Piece of writing may be a great literary 
work but need not be the material for great 
cinema. The elements that cinema demands 
like the story having a clear framework, its 
ability to lend itself to visual details or its 
strength in terms of the occurrence of 
events become more important. In many 
ways ‘Gathashraddha’ has the power to 
search for new levels of meaning. I was 
trying to execute this in my work. First of 
all, to me, Yamunakka and Naani are the 
two faces of the same coin. They are 
people who suffer under the grip of the 
society in which they live. But the two are 
complementary to each other. They come 
to the aid of each other at various 
instances. If we look at it in its entirety, 


the lives of both of them go on getting 
crippled. Therefore, in terms of its 
construction and framework the story gave 
me a good footing. In addition to this, the 
story made me view it not just from an 
individual’s perspective but also to 
interpret it at the level of a community, at 
the level of faith, with a philosophical 
background to it. This was the strength 
that “Ghatashraddha’ gave me. One of the 
newspapers called it an extraordinary film 
placing it in the cinematic tradition that 
began with ‘Samskara’. It also said that 
what began with ‘Samskara’ reached its 
peak in ‘Ghatashraddha’. 


NMC: I have heard that Satyajit Ray himself 


said that he could not believe that a young 
boy of twenty-seven had made the film. Is 
it true? 


GK: Yes. That year ‘Ghatashraddha’ was 


shown at the Madras Film Festival. It had 
attracted the attention of many by then. 
That is why Ray too had come there. He 
saw the film and appreciated it and said 
these words. 


MC: I think we can develop what we spoke so 


far in another way. There have been many 
seminal changes in your mode of 
expression. I consider these changes to 
have happened at the theoretical, 
ideological and aesthetic levels. _ If 
‘Ghatashraddha’ came from one kind of 
ideological base, ‘Tabarana Kathe’ (for 
instance) came from a different base. In the 
same manner, “Thayi Saheba’ is a film that 
explores another rare dimension. “Dweepa’ 
and ‘Hasina’ which came recently open up 
several other facets. It is my argument that 
the close correlation between your 
Preoccupations, your mode of expression 
and the numerous shifts in the cultural and 
political perspectives about our society has 
led to these dimensions, changes being 
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reflected in your films. This is a special 
feature that cannot be understood from 
within the culture of cinema. It is my 
opinion that there is an exploration along 
multiple layers. It means that, if one traces 
your cinematic journey from 
‘Ghatashraddha’ to ‘Hasina’ one can 
recognise that - in a unique way - you have 
kept a direct relationship with the various 
changes that have been taking place in our 
country over the past forty to fifty years. 
What is your reaction to such a comment 
on the path traversed by your creativity? 


GK: I agree with your observation. I believe 


that no film can be born in a vacuum. 
When a film is conceived it not only binds 
itself with the tradition of its own medium 
but also with developments in other media 
during those times. That is why I say that 
when we watch a film it is of no use to 
think of the other films made by the same 
director. If ‘Hasina’ is made now, one 
needs to see it along with the happenings 
in theatre, literature, our cultural 
movements and political developments. It 
is only then that the film takes shape as 
part of the cultural debates of the times. I 
have said this several times. At a particular 
time, a community as a whole shapes a 
voice of its own. Cinema is a major part of 
such a voice. I disagree with the practice of 
seeing cinema in isolation (which many 
do). I am trying to say that a film is a part 
of the entire oeuvre of a director. In the 
whole oeuvre he/she would be trying to 
convey something. If we notice only that 
and nothing else we gain only a partial 
understanding. If I make ‘Hasina’ in 2005, 
we need to see it by connecting it with the 
political and cultural movements that 
happened in 2005. If it stands outside these, 
it does not seem to be important to me ~ 
however great the film may be, however 
effectively the medium may have been 
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exploited. I feel I have been undertaki 
such a journey. At the ti 
‘Ghatashraddha’ was made my convictio 
were getting stronger in the background c 
the Shudra-Brahmin movement and Dal 
Bandaya movement. Therefore I start 
interpreting the film from the position th. 
the structure of that society was al 
responsible for Yamunakka’s tragedy 
When it came to ‘Tabarana Kathe’ I bega 
thinking that we too are responsible fc 
such a tragedy. In the cultural scene « 
Kannada there was a view that societ 
should be looked at from within and ne 
outside. It was acceptable to me too. 
viewed ‘Tabarana Kathe’ from thi 
perspective. Tabara is also responsible fe 
his tragedy; his convictions too af 
responsible for his destiny. We do nj 
point out from outside that a particull 
factor is the cause for it. Tabara too has 
take the blame for what happened to his 
This is similar to the snake swallowing - 
own tail. Later, when I made ‘Banna 
Vesha’ and ‘Mane’ the events in t! 
cultural scene and the politic 
developments of those days influenced m 
For example, in the case of ‘Mane’, Ra 
Gandhi had just then become the Pri 
Minister. He had the vision of taking t 
whole of India to a new era. I sta 
wondering whether the transformati 
into a new era could be so easy. In ot 
words, can our value system change? W 
the production relation alters, our V 
system alters and along with it 1 
relationship between individuals a 
alters. The changed relationship a 
becomes a comment on the politi 
scenario of that time. In that sense, all 1 
upheavals outside can be felt in the kite 
too. One must ask if there is 
connection between the ups and down 
the relationship of Rajanna and 


(husband and wife) and the multinational 
company in which Rajanna works which lies 
outside the domestic world. I am _ myself 
perplexed at this and I project it in the film I ask 
the question that I have in me in a loud manner 
through the film. I share the doubts. that I get 
through my works. By the time I came to 
making “Tayi Saheba’ it was fifty years since 
India had become independent. There was a 
festive mood of celebrating the Independence 
Day everywhere. Is it possible to view the first 
phase of independent India (the Nehruvian era) 
from a different angle - the subaltern 
perspective? I tried to understand that phase of 
history through a woman who is cloistered in a 
manor - through her problems, the difficulties at 
her home. The recently made ‘Hasina’ 
incorporates all the details of the present. There 
is something happening in society and cinema is 
never born as a prescription to it. The issues 
raised in ‘Hasina’ are those that are happening 
now, be it the Muslim Women’s Reservation Bill 
or the fight for their rights. In this sense, 
‘Hasina’ is taking place in the present. It is not 
that I saw it and made a film. It tries to 
communicate that here is an echo of the voice 
born from within a community. Both of them 


have come independently and when they are split 
they are heard to be so. 


MC: I wish to continue our conversation in another 
direction. So far we tried to trace your search for 
modes of expression. How do these reflect the 
cultural concerns of our times? You are well 


aware that in literature and in 
cinema heavy symbolism was being 
used at a particular time. Such a 
symbolic representationcould __ be 
understood only with a training in 
the discipline - many times the 
symbolism would be too heavy. The 
film ‘Mane’ is one which very 
effectively made use of symbolism. 
But after ‘Krourya’ your very style 
of narration has undergone a change. 
One can see this in ‘Dweepa’ and 
‘Hasina’ - they reflect this very 
much. They have a simple narrative 
style, a light form of narration. I do 
not mean to say that it is simplistic. 
One sees the birth of a metaphorical 
mode that is closer to everyone. In 
other words, one can see in you the 
transition to a cultural metaphor 
from the previous heavy symbolism 
- a metaphorical method of 
foregrounding issues without 
simplifying anything. ‘Krourya’, 
“Dweepa’ and ‘Hasina’ have achieved 
this. To extend what I am trying to 
say, I wish to point out that you 
have moved away from abstract 
symbolism, even from Satyajit Ray 
and the tradition of neo-realism. I 
request you to speak about this kind 
of creation of metaphors. I feel that 
by moving away from the 
symbolism of literature you have 
entered a mode which tries to 
integrate the discourses of our entire 
cultural experience. 


GK: This also points to the shift in our 


notions about the medium of 
cinema. We were talking about 
representation. As I said earlier 
about the snake swallowing its own 
tail, after “Tabarana Kathe’ was 
made, people started to interpret it 
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as a film about the bureaucracy and once 
again began to search for the enemy 
somewhere outside. This troubled me a lot. 
I began to wonder why this was 
happening. Then I felt that the problem 
laty in the fact that the film contains too 
many details. I started making ‘Mane’ with 
the idea that if the details are left out and 
the film is made in a minimalistic mode, 
such a danger could be avoided. Ithought I 
will not give any details, or any 
indications. They will be unclear. They 
should reach the viewer through 
ambiguity. Every time I do this it creates 
doubts in me, the director. I ask myself if I 
am doing the right thing. From then on 
my beliefs about cinema have undergone a 
change. This can be discerned if one sees 
films ranging from ‘Krourya’ to ‘Hasina’ - 
to some extent ‘Tayi Saheba’ is different. 
Cinema is basically a medium which 
generates meaning from experience unlike 
literature which is a medium that creates 
experience from meaning. In other words, 
I keep saying things concretely but I 
constantly yearn for the abstract. 
Therefore what is said concretely should 
be said from a different base. After 
realizing this I gave up borrowing up a few 
elements and methods of [plot] 
construction from literature. The strory 
seems to be progressing smoothly without 
mjultilayered,multi-textured constructions. 
I, as a director, am not forcibly suggesting 
anybody to “see”. I found out a lucid way 
of expression that does not obstruct the 
comprehension of the story. To the extent 
possible the techniques of my medium 
should not be an obstruction. I do not ask 
the viewer to watch the film through the 
techniques of the medium. The viewer 
goes on observing the narration. I found 
out a method by which the techniques of 
the medium unfold by themselves. Though 
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MC: It means that it is not inevitable that the: 


GK: It was there in ‘Mane’. It is not present ini 


MC: They say, “The author is dead” 
GK: The director’s handiwork should not b 


the technical element appears to have gone: 
to the background it does not affect out; 
understanding. 


different aspects of the film can be: 
understood only grapsong the cinematic: 
idiom. 


the later films. If one asks about ‘Mane’ — 
why the yellow colour? Why 32mm was 
used? - several meanings strike our 
imagination. I am not doing so now. I cam 
use a wide-angle lens. But it does now 
obstruct one’s comprehension. Using the 
wide angle lens creates a new meaning tc 
it. That is why I am shaping a simple linear: 
narrative. Then I try to make it appear that 
I narratethe story in a very straight mannex 
and at an emotional plane. If one goes 
beyond this, one gets different meanings. - 
went on making films in this way. This is 
the new experiment I have started to do. 
stage should come when, as is said, the 
director becomes invisible. In literary 
theory the creator or the novelist or the 
director should become invisible. 


visible. But s/he is very much there as s/h 
is the person who is creating the work. B 
it should not be such that his/her presenc 
is felt throughout the film. I was gettin 
myself prepared for such a technique. 
have started using it. I may have succeede 
in it or not, but that is the direction i 
which I have been proceeding. 


MC: We see this style of narration being use 


in Iranian Cinema, especially by Abb 
Kiarostami. 


GK: It is not just in Iranian Cinema but th 


worldover a new belief has come int 


existence. It is that we need to invent a 
mode of expression that is different from 
the one literature has found out. This style 
of narration is the outcome of such a 


belief. 


MC: In all your films the base of time and 
space is very strong i.e., we get a dense 
experience of what is called local. What 
one calls local is not regionalism. In all 
great works, even in a literary work, this 
quality is definitely found. When one 
portrays the local, there is also a universal 
vision working within oneself ie., being 
very much local it tries to acquire a global 
vision. I request you to throw more light 
on this method of interaction between the 
local and the universal, about the process 
by which your creativity starts unfolding. 


GK: This is a very serious question which 
demands a very serious answer. If we look 
at the world’s greatest films, deep down, 
they are very strong in the local element. 
Any great novel is local. We often hear 
that someone wants to make a work that 
goes beyond the local and fits into all times 
and is acceptable to everyone; such a 
person will not grasp anything. Whenever 
I have seen great films and read great 
literature I have felt that in the work that 
is rich in its local details the concepts 
related to them become universal 


There is another kind of problem faced by 
cinema. Since cinema is basically a medium 
that constructs a work through concrete 
images, it is impossible to use general 
images. One cannot say that there was a 
tree. There has to be a tree. Therefore we 
need to give a lot of attention to specific 
details. A large part of a film director’s 


ume 1s spent on searching those specific 
images. 


MC: In searching solid images 


GK: This is very difficult. If the image is just a 


particular image or a solid one, the reality 
constructed by the film becomes false. One 
should look for an image that should be 
true to the times and should also have the 
power to go beyong. The search for such 
an image is a very difficult task. If the story 
is about Brahminism in a village near 
Sringeri in the 1960’s, one must worry 
about the dress they used to wear - these 
are details that work at a superficial level. 


MC: Just the details about things as they are 


GK: But, one cannot take things for granted 


saying it does not matter whatever dress 
the characters wear. However, going 
beyond this, if by wearing a type of dress it 
is possible to depict the kind of society that 
existed then, the diversity present there, 
then the image is not a mere detail but it 
becomes a metaphor. It becomes a critique 
of the truth or the existing reality of the 
times. Someone would have invented 
techniques like zoom, zip trolley, 3D, and 
now we have digital imaging which we 
make use of. Technology is growing 
everyday. 


A creative director converts a technique 
into an idiom. Here is the challenge. The 
techniques were not invented by me. They 
were invented by someone, probably in 
America or Japan or somewhere else, and I 
use it to express what comes out of my 
land. When I do so, the technique becomes 
an idiom. The paraphernalia, the 
techniques used to narrate a story may 
have come from outside but by negotiating 
the two I keep creating a new language. 
This search is a very difficult task. 


MC: There is an essay “Technique as 


Discovery”. So you make use of technique 
as part of the exploration your concerns, 
your culture. In a context like ours I feel I 
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must ask a question of an eminent director 
like you. Those who have involved 
themselves deeply with literature have 
been facing this. Since you are one among 
the three or four great directors of India I 
want to ask you a question with a 
conviction that you would respond only 
after deeply thinking about it. There is an 
enormous crisis in whaqt we call third 
world countries such as ours. As I said 
earlier this is something that is equally true 
of literature. Films made in Hindi or 
English are called national films whereas 
those made in Kannada or Tamil or 
Malayalam are dubbed to be regional films. 
This practice is in vogue with respect to 
literature too. You have expressed your 
intense displeasure about this several times. 
Recently you said that = Adoor 
Gopalakrishnan is referred to as a reputed 
film makere of Malayalam and not an 
Indian film maker. At the same time a 
substandard Hindi director is referred to as 
a national film maker. Keeping this 
cultural politics in mind how does this 
very artificial classification into national 
and regional affect you. In your capacity as 
not just a film director but also as one who 
deeply thinks about cinema, how do you 
negotiate this in the process of making 
your films. 


GK: It is true that today in India such a thing 


is happebning. There is the habit of 
labeling what is called regional films as 
always being second grade by the press, 
media and those in power in metropolitan 
cities like Mumbai and Delhi. There are 
two kinds of cinema within the Hindi film 
industry. One is the Bollywood cinema 
and the other is Hindi regional cinema. 
The regional Hindi cinema too is regarded 
as second grade. Shyam Benegal, Prakash 
Jha, Ketan Mehta are considered second 
rate directors. This is a kind of cultural 
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politics which is very powerful. People like 
me are nbot prepared to lose our identity. 
Even if I become a great director at th 
internaitional level I would still like to cal 
myself a Kannada director. This is becaus 
it is through Kannada that my identit 
exists. I say this from such a point of view. 
Why should regionalism be marginalized: 
Nehru hd a cleare idea about this. He 
describged the cultural diversity of India i 
a very beautiful manner and said tha 
plurality should be preserved. Today the 
conept of nationalism has undergone : 
change. Nationalism has become on 
language, one kind of people. Then it lead 
to one culture. That would be the uppe 
middle class culture of metropolitan cities. 


MC: Cultural diversity vanishes 


GK: We must strive to preserve our cultur 
diversity. It is only then that our identit: 
will exist. Unfortunately this is n 
happening now. We need to tell peopl 
that diversity is a strength. But diversity ; 
being projected as a weakness. We need t 
realize that each one is different from t 
other, and being different, one shoul 
accept the differences and live togethe 
That should become possible. Then I wa 
be happey even when a film is made in 
language that is not my own - th 
something new has been maded and even 
it is not in my language I must watch ic 
and learn from it. Since uniformity 
meant to be brought about, there is 
design to sniff out excellence in oth 
languages. The reason given is that they a 
outside the mainstream. If we can give v 
this concept of mainstream and substre 
and c onsider everything to be mainstre 
this danger will disappear. 


MC: I am asking you this since it is dire 
related to what you have said so far. I h 
noticed in ‘Hasina’ that you were BD 


conscious that being a Hindu you were 
making a film about the Muslim 
community, about a Muslim woman. You 
have made the film as an insider, with an 
inner sensibility. That is why when I was 
watching the film I felt that this is such a 
wonderful film that, probably, even a 
Muslim would not understand the context, 
the community and the travails of a 
Muslim woman to the extent you have 
accomplished in the film from your inner 
being. You never thought this issue 
belongs to people of an other community, 
that y ou should consider issues concerned 
with your own community. In my opinion 
it is because you understand plurality and 
resonate with it that you have been able to 
make this film. This is the first part of my 
question. Secondly, manyu like me do not 
feel that it is a matter of pride that ‘Hasina’ 
got an award (under some category). We 
were expecting that it would bring you the 
fifth ‘Swarna Kamal’ award. I do not even 
want to take the name of the film to which 
it went to. There is a politics in that too. I 
am sure that it is not that you did not get 
the fifth ‘Swarna Kamal’ but it was scuttled 
due to political reasons. Could you, if it 
does not embarrass you, spell out your 
stand about this. 


GK: I will answer the first question easily. It is 
difficult to answer the second one. Before 
‘Hasina’ was made, when I narrated the 
story to my friends and well wishers, one 
of them expressed his doubts. He asked me 
if it would be dangerous - I being a Hindu 
Brahmin - to make a film on a minority 
community and make such statements. He 
asked mke to be cautious. I said | do not 
have such fears. To me, Hasina is as 
important as Yamunakka. I see the 
injustice happening to Yamunakka and 
that happening to Hasina in the same light. 
I never felt that an issue is something about 


Hasina, about something happening in the 
Muslim community and so I should not 
speak about it; that the incidents 
pertaining to Yamunakka happen in a 
Brahmin society and therefore I should 
speak about it - there is no such distinction 
in me. Ultimately it is neither Brahmins 
nor Muslims who are important to me. If 
individuals are exploited in the name of 
nation, religion, tradition or an 
organization, if it retards somebody’s 
personality then I must condemn it. I must 
share it with others. (I am no one to 
condemn it). I have to share it with others 
and make them see that injustice is taking 
place here. I also told my friend that I will 
speak of the unjust treatment meted out to 
Hasina in the same clear and scathing tone 
as I would about Yamunakka. I have no 
hesitation about that. I never simplify 
anything. I never say that Muslims or the 
Muslim clergy or Muslim religious leaders 
are demons. There are good people among 
them. There are those who are helpless. 


In order to protect their interests they hav 
e to cultivate a kind of autocratic 
behaviour. At the level of the individual it 
is a dangerous trend. In ‘Hasina’, though 
the Mutavali has sympathy for Hasina, he 
is not able to do anything because there is 
another Mutavali trying to usurp his 
position. 


MC: Internal politics 


GK: There is internal politics. Therefore, 


though Khan Saheb wants to help Hasina, 
the presence of Hanif Saheb makes it 
impossible for him to do anything. There 
is a lower class in every society, be it the 
Hindu, the Jain or the Christian 
communities. Therefore I am not saying 
that this is true only of the Muslim 
community. When a community becomes 
institutionalized these are the major 
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changes it undergoes. It will not take place 
at the religious plane. When religion takes 
an institutional form Hasina suffers 
injustice, when the Brahmin communisyt 
takes such an_ institutional character 
Yamunakka suffers injustice. A different 
form of the same trait in the political 
system leads to Tabara suffering injustice. 
Therefore, I nvever feel that a film can be 
made on a particular issue while it should 
not be made on something else. Hence, for 
me, this is not a storyu on the Muslim 
community. I do not say that the 
Muttabvalis are representativbes of the 
Muslim community. Some crises going on 
inside makes them conduct themselves in 
such a manner. In my films I have been 
trhing to give an insight which goes 
beyond the characters. I consider this ti be 
my strength. It is precisely because of this 
that a Muslim leader, after watching 
‘Hasina’, said that it a film made by an 
insider. So far there have been only two 
attitudes: first, that Muslims deserve pity 
and one needs to have compassion towards 
them. Secondly, that Muslims are all 
villains, evil; they need to be looked with 
suspicion. These two attitudes are not 
found in the film. There are both good and 
bad people. We know why the good ones 
are good and why the bad become bad. So 
the Muslim leader said that I too am an 
insider and have made the film after 
understanding their problems and 
suffering. I see it as a great compliment. I 
wa not familiar with the Muslim 
community before makindg this film 
Whether ‘Hasina’ is a good or a bad film is 
a different matter. I feel I h\ave greater joy 
in having been able to understand Muslims 
with deeper sensitivity and to be able to be 
more affable to them. I am grateful to 
‘Hasina’ for that. 


Regarding the second part of your 
question, if you ask me, personally I feel 
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‘Hasina’ has taken up far profound issue 
than the film which won the awar 
Finally, it is left to the decision of th 
judges. If they felt it was not good I canno 
question them. I can only say wh 
position the jury took about the fil 
Personally, I am sad that by dubbing it 
film on family welfare its significance h 
been compromised. To an ordinary view: 
who is not familiar with its significance 3 
gives an impression that this is a film abo 
family planning. 


MC: It may even become a tool of diabo 
propaganda asking the Muslims to ha 
less children. 


GK: Here, actually Hasina is not supposed 
talk of family planning even by mistak« 
she never wishes for it. Her wish is thz 
her daughter should get sight. Therefor 
categorizing it in such a way is an injustic 
to the film. Such a thing is happening ev: 
at the global leve. The question bei 
asked is why popular arts should not 
taken seriously. But that should not beo 
a lenient view. Let us consider popul: 
arts. But to give undue support 
recognition to something only for th 
reason that is a popular art form 
untenable. Let us remove the divic 
between art and popular films. Everyos 
needs to accept this. But to play down suc 
a categorization would mean decrying o» 
and privileging the other. Without dois 
that, both should be viewed from the s 
plane. That is not happening today. 
give up ‘art’ cinema has today come 
mean upholding popular cinema. Inste 
we should say that we are going to remo 
the categories called popular cinema as 
art cinema. We will evaluate them with t 
same parameters. 


MC: It is better to talk of good or bad cine 


As I Know Him 


© Premendra Majumder 


joker my long experience for more than three decades with the film society 
movement and international film festivals, I have come across lots of cine- 
celebrities worldwide right from Satyajit Ray to Tewfik Saleh, which 
undoubtedly have enriched me a lot, but the person whom I adore most is of 
course Girish Kasaravalli. I am not writing this as a ritual for the commemorative 
volume usually done by the contributors rather I say this in all my official and 
personal negotiations wherever I have to refer him under any context. Not only | 
am a hard-core enthusiast of his films but also I am a die-hard admirer of his 
charming personality, always very submissive and pleasant, warm and down-to- 
earth. I have got several interesting memories a couple of which I would like to 
share with my readers with the confidence that Girish will not sue me for not 
taking his prior permission and will just accept and ignore it at the same time on 
his usual unique style with his million-dollar smile. 
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I have forgotten the exact occasion but it 
was in Mumbai, five or six years back, either 
in the Third Eye Asian Film Festival or may 
be the Mumbai International Festival of 
MAMI. I was participating in a round-table 
discussion and the issue which got the most 
importance was the ‘video-piracy’. Many 
people from the panel and the audience were 
taking part in the discussion and showing out 
ways to stop video piracy. Some were even 
demanding for the exemplary punishments for 
the pirates. I can still remember Girish was 
sitting quietly amongst the audience at the 
back side of the theatre and was enjoying the 
debate thoroughly. When the floor got very 
warm with so many points and counter-points 
our moderator asked the volunteer to give the 
microphone to Girish to get his comment on 
the issue. Girish took the mike and very 
humbly said that, “If any one of you knows 
the whereabouts of the pirates, kindly 
introduce me with them. I will be obliged to 
give my works to the pirates unconditionally 
and without any demand so that at least some 
people can see my films”. The entire House 
burst into huge laughter and cheering 
applauds. This is Girish! 

In another occasion, a couple of years 
back, Girish was there in Kolkata Film 
Festival to inaugurate the section ‘Forum for 
Young Cinema’ which was opened with his 
latest film. The film was also there in a theatre 
at the Nandan-complex, the main venue of the 
festival. Girish wanted to see how the 
screening of his film was going on in that 
theatre but he was debarred from entering the 
main venue by the security guards as he had 
no ‘pass’ to enter. Girish just smiled and left 
the place without any complaint. Next day 
when the festival authority came to know 
about the fact through the ‘press’ they started 
moving and finally they issued an ‘official 
invitation card’ to Girish on the third day 
when he was leaving the city for his flight to 
Bangalore. Girish humbly accepted the card 
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and thanked the festival authorities with his 
great smile for this ‘kind favor’. 

In an edition of the Karachi Film Festiva: 
Girish’s film was in the competition and I wa: 
there in the International Jury. Many 
beautiful films were in the competitior 
section. That final jury meeting was thé 
longest one I had so far participated which 
held throughout the night till the nex: 
morning. I was very much aware that m 
personal likings should not make me bias in 
any way while judging the entries for award 
on different ctegories. Long debates wer 
there on so many issues. Surprisingly 
regarding the best film award, all the member 
were unanimous, and it was for the film a 
Girish about which my French and Pakistan 
colleagues in the board were very muc: 
enthusiastic and vocal. I was very happy. W 
tried to bring him to Karachi to receive th 
award in person but Girish was not ven 
zippy to promote his own works that too b 
going to Pakistan turning off all th 
cumbersome diplomatic hurdles within 
short span of time. 

I must say that Girish has got lots « 
admirers in the international circuits of fil 
critics and film festivals. His films have got 
wide acceptance amongst the internation: 
film intelligentsia. Lack of proper promotic 
by the producers and the state machines 
failed to earn the due recognition the film 
deserve both in terms of awards & honors ar 
marketing & profits. Most of his films hay 
the inherent qualities of earning criti 
appreciation and a substantial share of wor 
market for the art-house cinema. I dor 
understand why the Indian producers and t. 
government agencies responsible for this a 
so reluctant to promote the art-house films 
proper manner so that it could reach to t! 
target audience world-wide and give t! 
producers and director a good return to g0 fi 
their next productions. Girish’s films could 
the proper examples for this venture. 
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RACTWOT WO’. 


WATHE, DOBM Odo DEG ADA,TONTOY, 
SODOEMNTOY. 8,8, BLOWS Vado 
WS OF NPAsorws, WSMOOTR, SAF ADS 
LHS Hd sendy. OQséQom DWMWss 
HEV NCB, ADO hobo mogesencisen 
WdodOY. BosWCO-Say B8rH sOCtyo, 
enter) elostplolay) MAS smacde, DOE 
AQUCRAG, ‘RAS BBA, BOT Aeysdeo 
ace mode. ee xdan, 30 MBNOHS, 
Bom BOB soews ‘83,8 BA’ SBoOodD 
BLINGe QQ. SBS 23, sons smasnod 
NAYE CHMIMDON Gena Bi DOA 
sebcid. SBS WATHY, Dos, 3 seaean 
Noe so0noy, Rarende, 


BOF WS Toe, 3, BQOTD AND ORMBMH ONZNG 
DODD BID sodsdg RWATHY, edonadsars 
ww. SSN dey, des, “xe0s, Rode 
3) D0 ciwneich Sextet 9,000 AMMSDoA 
Leen Tak) CacBeSe 839, Stele) RmFod 
BBSNGO BoODords sreana. VGOWONG ABO 
Bw 8s AQATE BB, RWATHY Bs ORwsood 
BOWS! SHAee wese soos! od 
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ATF SHA, ANEOD wos AOAMBHISHOS 
TROHEANTS NOWd wos MAMA Ger. 
VHOOD BAM, MCAD WBsH wssrocde 
VOCEAWBD. 


WABY, 27h RAN WOT He3 Hae. D8aas 
MOBS WOROBONOBY *AOA, S WISI 


MODS Gem Bm Wey, osros Ms, 


RONESS BOATBEO wer, B3oH Th Ds 
AMF, VOFA Boner ag ess Taheo ady 
B®, ese! DOSB VARs NOT neds HosTori, 
Reh, WADovs eA OG ADBTI Raye Nwods 


8,-3,709 WASH! WIAs WBNS, 
wORBDWOT Ss Wowheoreshboh DAMA, 3S, 


AZOB GAosood MOHEUWNOG Ge BOD 
DAG SONNY osocvvo SeOBD DIE NOB. 


3a, WRB, MPF EDBABWVHSSE WATHY, 


oin0On wmssg Aas SaAnvayo 
mAHGOd ‘Ave obd wade Aadqraac. 
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ee SS a TE 


FIDMRO DOAUIT epasadbe’ OOD PON. CO DR, Zr 
oa mexroore ANY — WTF OOD Eight and Half 
(82) 2430 GQ, 083A xonirg SF WOON EICTOFOOM 
DAD scsi WO acwndee SED DwDNAA BMNVOD 
SST BIO wosee ase, aITOL) HEVGadA CO gas 
edonos@baert GSD HOS "0g MF HV SITS Oe. 
FOIL, ODOM Palojay) pas ogame AS WDSHSS 
CIS dDMOC Bee FITV, DO TONE zagaborDnases 
saqssasone SADC. ender mbrickoetbonao 00 ODE 
Dod FO FID literally aworve metaphorically woe. 


OBO wWHsEBS QBRMOT GOBOOwA Broa 
SILI WIWHSS, WAGHY, wWssg woz: 
HOB SBD z Racisrtossed “‘ONPOF, 
VNHm, ACVB. SHOWS sod sesnivq 

(>) ory > 
BPoosos 5e3 BON AND BS Bow3sne 
85,2 DOAN VNCBB BoM DoBe Besnmm. 


WAGHYOHAG BHAC soenecdyssedoog. 
VBS WINGA, Aoe® HOGWag, “wowrodd 
SMHBAQHE?’ “Ada me “888A00 art 
‘Hewes Domierd, nemyov’ "DES SododA, 
WEA WZ BwMABOo’ “woASwAmd, Nose 
TOBE NE WAGES’ Keri ote VEYHa 
WODA, PAA, RBA, GAA WOT SHOOT 
Sms Domyhshs MACHY BHA WyS 
BBA wOT aAOnegno. “SAT” DAWES 
ORS Woweo obsxoiwA Avomssoohd. ack 
BHO HG,8. 


Nbere® 5% YOIE 


Chocolaty treats... 
for those 
chocolaty smiles! 


Wiyrgs 4 ae 


By |S) é. 


KMF Complex, Dr. M. 


a Milk Delight o i905 
~ 


®KMF Karnataka 


EE sh - Marigowda Road, Bangalc 


Milk Federation Ltd. 


ore - 560 029, Ph : 25502357, www. kmfnandini.coop 


ON VGoerassé 
= Appreciation 


Now - fandini enters 
sweet world 
of chocolate! 


Nandini 
Creamy Bite, 
Goodlife, 
Chit Chat 
and Eclairs 
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P. Sheshadri 

G. S. Bhaskar 

N. Manu Chakravarthy 
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I. M. Vittalamurthy 

P. R. Ramadas Naidu 
Umesh Kulkarni 


Family of Late B. V. Vaikuntaraju 
“Family of Late T. G. Vaidhyanathan 
Cinema India International ‘ 
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